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Preface 


This book is the result of a hobby gone out of hand. After my retirement I began 
to translate the 1707 Dutch edition of Gerard de Lairesse’s Groot Schilderboek 
into English without having a clear purpose in mind. Gradually, the marginal 
notes grew into a book by itself, whereas the translation proper was reduced to 
the rank of an appendix! 

The present book ensued from the previous one quite naturally: it started 
with the translation of the Uytbreyding over de Schilderkonst der Ouden 
(Disquisition on the Art of the Ancients), Weyerman’s paraphrase of Pliny’s 
famous Historia Naturalis, chapter xxxv. In both cases I enjoyed the juggling 
with words and their meaning in two languages; maybe I should say three, 
the difference between the Dutch of 1729 and that of 2019 being considerable. 
In cases like these, the choice is between a professional translator who is not 
an art historian, and a specialised art historian who is an amateur translator 
at best. 

Gradually my attention shifted to the rest of De Levens-Beschryvingen der 
Nederlandsche Konst-schilders en Konst-schilderessen, comprising over 1000 
pages of early modern artists’ biographies, which then became the main sub- 
ject of my study. I found that Weyerman’s book opens new perspectives on late 
seventeenth- and early eighteenth-century painting, the art criticism of the 
period, and the social position of painters, successful masters as well as their 
failed colleagues. 

The oeuvre of Weyerman is a rich source of information on Dutch history 
and culture of the early eighteenth century, and the Levens-Beschryvingen are 
no exception in this respect, but I tried not to transgress the boundaries of my 
limited expertise. The Stichting Jacob Campo Weyerman studies all aspects of 
his extensive literary heritage that are beyond my competence. In my transla- 
tion of shorter passages and longer sections, the literary quality of Weyerman’s 
text may have lost some of its lustre, but my first purpose was to stimulate my 
non-Dutch colleagues to use Weyerman’s book and to make it easier to consult 
this important contemporary source of information on the early modern art of 
the Netherlands. 


Work on the Levens-Beschryvingen was made extra rewarding by the generous 
help I received from different sides. Eva Boom assigned the extensive notes she 
made during her research on Weyerman’s four volumes of artists’ biographies 


1 De Vries 2011 Beauty. 
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to me. This precious gift helped and inspired me throughout the years I worked 
on this project. In writing the last chapter of this book, I got much help from 
Rietje van Vliet and Jac Fuchs, active members of the Weyerman foundation; 
their help was invaluable, especially since this was the first section of the book 
I put on paper. In the chapters now preceding it, the indefatigable Jac Fuchs 
provided me with fascinating information on Weyerman’s English sources. 
Jan de Jong, Eric Jan Sluijter and the late Ton Broos also gave very valuable 
suggestions. The pilotage of Walter S. Melion steered my text to the safe har- 
bour of Brill, where I was received by very dedicated editors. The comments of 
Walter and two anonymous reviewers helped me tremendously to make the 
book more accessible for readers who are not familiar with Weyerman and his 
work. In the last phases of my work, my wife Johanneke helped me to edit 
my text and make it more perspicuous. Without her unconditional and lasting 
support there would have been no book at all. 


Note to the Reader 


Abbreviations in the footnotes refer to the bibliography as follows: 

De Bie: G. Lemmens (ed.), Cornelis de Bie. Het Gulden Cabinet van de edel vry 
Schilderconst 

DD: D. Durand, Histoire de la Peinture Ancienne, extraite de (Hist. Naturelle de 
Pline, Liv. XXXV 

Dubos: J. P. Mariette (ed.), Jean-Baptiste Dubos, Reflexions critiques sur la poesie 
et sur la peinture 

Dürer: H. Rupprich (ed.), Schriftlicher Nachlafs GdL: G. de Lairesse, Groot 
Schilderboek ... 

Jew: J.C. Weyerman, De Levens-Beschryvingen der Nederlandsche Konst- 
schilders en Konstschilderessen, met een Uytbreyding over de Schilder-konst 
der Ouden 

Junius: K. Aldrich a.o., Franciscus Junius. The Literature of Classical Art 

Loeb: H. Rackham (ed.), Pliny. Natural History, vol. ix 

Van Mander: H. Miedema (ed.), Karel van Mander, The Lives of the illustrious 
Netherlandish and German Painters 

Pliny: J. Bostock a.o., Pliny the Elder. The Natural History 

WNT: M. de Vries, L.A. te Winkel, Woordenboek der Nederlandsche Taal 

The fourth volume of the Levens-Beschryvingen is paginated from 1 to 92 and 
from 1 to 475. 

The first section is here indicated as vol. rv, the second as vol. v. 
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Introduction 


Jacob Campo Weyerman is one of the most remarkable Dutch authors from 
the early eighteenth century and as such he is held in high esteem by a growing 
circle of aficionados. (figure 1) They study his theatre plays and periodicals as 
works of literature, as a source of information on Dutch culture, and on the cus- 
toms and manners of the years around 1700. His reputation among historians 
of Dutch art is ambiguous. His four volume collection of artists’ biographies 
is traditionally seen as unreliable, and mostly superfluous. Admittedly, the 
Levens-Beschryvingen der Nederlandsche Konst-Schilders en Konst-Schilderessen 
(Biographies of Dutch painters and paintresses) of 1729 paraphrases a number 
of pre-existing texts; others would say that Weyerman plagiarises his sources. 
I am convinced, however, that the way in which Campo, as he sometimes 
called himself, reworked his material deserves our attention. Much more than 
his predecessors Van Mander, Sandrart, De Bie and Houbraken he writes as 
an art critic. With the well trained eye of a professional painter and art dealer, 
who visited many private collections and auction sales as well as a large num- 
ber of painter’s studios, he gave his opinion on the qualities and shortcomings 
of the works of his colleagues, not hesitating to pronounce a severe judgement. 
Therefore, his book is a valuable source of information on the use of jargon as 
practiced by critics at the time. 

The early seventeenth century saw an explosive growth of art production 
in the Northern Netherlands. The market was flooded with cheap paintings, 
but at the same time a few men of taste and wealth began to form collections 
of paintings, carefully selected for their value as works of art. They formed 
the audience of a limited number of successful artists who offered their high 
quality works for much higher prices. Famous as some of these collections 
were, they seldom outlived their owners. Auction sales produced cash for the 
owner's heirs, creating new chances for collectors of the next generation. This 
pattern began to change in the late seventeenth and early eighteenth century. 
Leading collectors shifted their attention to works of art of earlier generations, 
as opposed to sponsoring promising young painters and successful artists of 
their own time. The works of Jan Brueghel, Gerard Dou and Frans van Mieris 
especially were in demand. Great numbers of older paintings were sold to for- 
eign collectors who simultaneously developed the same preferences. In the 
process, the importance of art criticism grew: demand increased whereas the 


1 JCW. 
2 Sluijter 2008. 
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2 INTRODUCTION 


FIGURE 1 C. Troost, Portrait of Weyerman (model for a print by J. Houbraken), drawing, 
19,2 x 14,2 cm., Amsterdam, Rijksprentenkabinet 
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supply decreased. Questions of attribution and authenticity had great financial 
consequences.’ Some art dealers offered studio paintings as works of the fa- 
mous master himself; they might even add a false signature. High quality cop- 
ies were praised as originals. Some of Weyerman’s most amusing anecdotes 
focus on these problems. 

Although Weyerman closely followed Arnold Houbraken, his intentions 
were different from those of all earlier Dutch imitators of Vasari’s Le Vite. Van 
Mander, Sandrart and De Bie wanted to enhance the status of art and artists in 
a period when the difference between Art with a capital A and the traditional 
crafts was not yet generally understood. Although the distance between the 
routinely made cheap paintings, produced in great quantities for a broad audi- 
ence, and the high quality prizes of a few discerning collectors became evident 
more and more, Gerard de Lairesse still felt some disquietude. In his 1707 Groot 
Schilderboek he stressed the difference between the creation of real art and the 
traditional production of painted images. From the early eighteenth century he 
and Arnold Houbraken looked back on the previous century in which art had 
abundantly flourished. Houbraken’s De Groote Schouburgh der Nederlantsche 
Konstschilders en Schilderessen appeared in 1718-1721. He too wanted his read- 
ers to understand the status and importance of the art of painting, for which 
purpose he inserted a number of art theoretical statements. He also tried to 
build a canon, indicating the relative importance of painters by the length of 
their biographies and, more importantly, by deciding whom to include and 
whom to leave out. 

Weyerman drastically rewrote many of the biographies from the Groote 
Schouburgh, adding a number of vitae to his predecessor’s list, leaving out 
some others.* Thus he did not amend or revise Houbraken’s canon, but sim- 
ply ignored it. His aim was rather to create a text that would amuse and fasci- 
nate his readers by its unexpected variegation. Weyerman inserted interesting 
pieces of firsthand information on the artists he discussed and on their paint- 
ings. In volume 111 and v we read about many minor painters the author met 
when staying in London or during his travels.5 He also mentions dispropor- 
tionally many colleagues from Bois-le-Duc and Breda, places he was familiar 
with and that were out of Houbraken’s orbit. Different from Houbraken he in- 
cludes colleagues who were still alive. His volumes 111 and v cover more of the 


3 Jonckheere. 
4 Broos, 245-248. 
5 Weyerman also made extensive use of: Buckeridge. See: Karst, Fuchs Dobson. 
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eighteenth century than Houbraken’s Groote Schouburgh, whose last volume 
was published eight years before Weyerman’s first.® 

The inclusion of information about minor artists and painters whose ca- 
reer ended in complete failure does not mean that Weyerman was less serious 
about the status of art and artists than his predecessors had been. The differ- 
ence is merely that he did not present stimulating positive examples only, but 
also negative examples that should warn the aspiring young artists among his 
readers to make the right choices in life. The author’s intentions are abundantly 
clear from the Aanmerkingen (considerations) added to some biographies in 
volume v.” The use of amusing examples of bad behaviour is well-known from 
Dutch and Flemish genre art. Pieter Bruegel set the tone with his prints of the 
Vices and Virtues. Jan Steen painted so many topsy-turvy households that Een 
huishouden van Jan Steen (a Jan Steen household) became a generally known 
proverb, but nobody believes that the painter wanted his patrons to live such 
an unruly life. 

The use of negative examples as a funny but completely serious warning 
against misbehaviour is well-known from literature also. Desiderius Erasmus 
Praise of Folly was first published in 151. The ensuing tradition comprises many 
authors of theatrical comedies and farces, of which Weyerman is one. This is 
the background from which all his texts arose. Switching from his usual field of 
action to the genre of biography, Weyerman maintained the characteristics of 
his style of writing and thinking. As a result, the life stories of failed artists, ex- 
periencing the outcome of their own wrong choices, form an invaluable source 
on the social and economic structure of the art world that comprised far more 
losers than winners. Weyerman depicts life on the fringe with gusto and some 
of his vitae remind the reader of scenes from his theatrical work. 

Some destitute artists, living on the edge of society, were the victims of 
unscrupulous art dealers, Weyerman tells us. He hated and despised art deal- 
ers, which is rather amazing since he was one himself, as were many of his 
fellow-painters. But they would never call themselves dealers; they were pro- 
fessional artists and their studio expertise enabled them to evaluate the quality 
of their own works as well as those of others. Thus they could advise collectors 
or act as their middleman. What Weyerman is referring to is a new class of 
dealers, who had no solid background in art, and who could have been trad- 
ing any other commodity but who chose this field of activity, hoping to make 
good profits easily. The internationally expanding art market offered them 


6 The fourth volume of the Levens-Beschryvingen is paginated from 1 to 92 and from 1 to 475. 
The first section is here indicated as vol. rv, the second as vol. v. 
7 Inthis respect Weyerman imitates Buckeridge. 
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new opportunities. Weyerman planned to write a separate volume on these 
despicable dealers and all other parasites infesting the art world, calling them 
‘apocryphal artists’: the negative counter image of real artists. When he real- 
ised that this plan would not materialize, he applied the term somewhat more 
freely to anybody impairing the status and reputation of art. The prime exam- 
ple of an apocryphal painter is Willem de Fouchier; my translation of his biog- 
raphy, the second longest in the Levens-Beschryvingen, forms the first appendix 
of this book. 

The life of Weyerman is well documented and carefully studied by the mem- 
bers of the society named after its hero: Stichting Jacob Campo Weyerman.® 
He was born in 1677 and passed his early years in Bois-le-Duc and Breda. The 
Antwerp flower painter Simon Hardimé gave him his first painting lessons 
when he was fourteen, but the decision to become a painter was not unshake- 
able. Three times he enlisted as a student of medicine. As many painters of his 
time, he was active as an art dealer, but more and more writing would become 
his fulltime occupation. In 1704 Weyerman lived in London where he worked 
in Godfrey Kneller’s studio. He didn't stay long, but in 1709 he returned to 
England, where he had some success as a specialised flower painter.” Between 
1710 and 1714 he made a living as a flower painter in the Dutch Republic; here 
he never stayed in the same place for long. Although his literary work was suc- 
cessful, later in life he was burdened by debts and in 1733 he moved to Vianen, a 
safe haven for bankrupts. Trying to supplement his income with blackmail, he 
increased his problems. Making enemies among the high and mighty eventu- 
ally cost him his freedom. Weyerman was sentenced to lifelong imprisonment 
and his last years, from 1738 to 1747, he passed in the Hague Gevangenpoort. 

The last biography in the final volume of the Levens-Beschryvingen, pub- 
lished posthumously in 1769, turns out to be Weyerman’s autobiography. In 
these pages he does not present himself as an artist in the first place; he chose 
to pose as a well educated man of the world who spoke a number of languages 
and who easily made contact with people from different walks of life. His ad- 
venturous travels can be seen as a small scale grand tour without a practical 
purpose, set out upon for mere curiosity. The fact that the author's career as 
a painter is treated separately in a six page note following the autobiography 
seems to reinforce this impression. 

Weyerman, who had to live off his pen, was not a man of learning but a 
gentleman journalist, or maybe a journalist posing as a gentleman. His oeuvre 
comprises an anti-catholic book on the history of the papacy, a few theatre 


8 A biography compiled by this society: www.weyerman.nl/biografie. 
g Fuchs Engeland. 
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plays and a number of periodicals, most of which were rather short-lived. His 
writing style is lively, free and witty and his speed of production must have 
been high; its tone seems to echo the conversation of gentlemen meeting in a 
coffeehouse. This does not mean that he was less serious about the purpose of 
the arts or, for that matter, his duty as an author. His papers, appearing under 
a wide range of titles, belong to the same category as the British Tattler and 
Spectator. The Rotterdamsche Hermes, the first of Campo’s periodicals, was 
launched in 1720. Some ten years later Justus van Effen followed the same 
example with his Hollandsche Spectator. Spreading news was not the first 
objective of these ‘spectatorial’ publications, their purpose being rather to par- 
ticipate in and to stimulate the discussion on topical subjects. Customs and 
manners, public morals and sexual ethics were at the centre of attention. I be- 
lieve that Weyerman’s light-hearted tone does not conflict with his seriousness 
as a censor of morals. 

‘Speaking honestly as a man and not stammering as a child, I cannot see 
why witty and cheerful writings should be considered apocrypha, although, 
admittedly, the works of some authors are more beneficial than others. I state, 
and anyone who feels like contradicting me is free to do so, that a man who 
has the mental capacity to wield a pleasant and light-hearted pen would find it 
difficult to divest it from its usefulness’. Somewhat unexpectedly Jacob Campo 
Weyerman opens his biography of Hans Holbein with this apology.!® It refers 
to all his published texts, the Levens-Beschryvingen not excluded." Weyerman 
had good reasons to criticise his predecessor ‘meester Arnold’ for his dull nar- 
ration and uninspired style of writing. Cornelis Hofstede de Groot blamed 
Houbraken for ‘Klatschsucht und Anekdotenkramerei’ (a craving for gossip, 
peddling anecdotes), but this founding father of Dutch art historiography was 
looking for hard facts.!2 When Weyerman tells an anecdote, he creates a paint- 
ing in prose, depicting a scene he locates in a painter’s daily life. 

The main difference between Weyerman and his predecessors must be 
found in the fact that he not just wanted to inform his readers, but also to 
amuse them. The same holds true for his extensive production of texts in other 
literary genres. One of my purposes in writing this book is to make Weyerman’s 
texts accessible to non-Dutch readers; I hope my translation of shorter and 


10 _ JCW III:279-289. 

11 The first study of the Levens-Beschryvingen as a work of literature, and discussion of the 
book’s literary qualities, that still is the most important publication on the subject by 
far: Broos. 

12 Hofstede de Groot, 217. 
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longer quotes will enable the reader to appreciate Weyerman’s qualities as a 
literary author whose biographies can be read as written genre paintings. 


1 Contents of the Levens-Beschryvingen 


Weyerman was neither the first nor the last Dutchman to publish facts and 
opinions on the art of painting. Karel van Mander’s Schilder-Boeck of 1604 was 
imitated in Holland in two different types of publication: theoretical treatises 
such as Samuel van Hoogstraeten’s Zichtbaere Werelt of 1678 and Gerard de 
Lairesse’s Groot Schilderboek of 1707 on the one hand, collections of biogra- 
phies such as Cornelis de Bie’s Gulden Cabinet of 1662, Arnold Houbraken’s 
Groote Schouburgh of 1718-1721 and Jacob Campo Weyerman’s paraphrase of 
the Schouburgh of 1729. 

The Levens-Beschryvingen, compiled from a number of sources of which 
Houbraken is the most important, were written quickly and printed cheaply. 
Apparently there was no final editing to weed out printer’s errors, or over- 
laps and contradictions in texts from different origins. Ton Broos carefully 
compared the printed edition with the manuscripts from the Brussels Royal 
Library, as well as Houbraken’s Groote Schouburgh and other printed sources! 
Volume four-five was largely written during Weyerman’s detention and printed 
posthumously in 1769. Its publisher, who bought a number of Weyerman’s 
manuscripts at an auction sale, left out parts of life stories that were consid- 
ered offensive, adding two texts that are no biographies proper. As a result, 
the fourth volume of the Levens-Beschryvingen is paginated from 1 to 92 and 
from 1 to 475. The first section is here indicated as vol. Iv, the second as vol. v. 
The portraits of artists from Houbraken’s book were reused and printed from 
worn-down plates. 

The author dedicated his book to the young Prince of Orange (171-1751). 
It is evident that Weyerman hoped to see the young prince of Oranje inaugu- 
rated as stadhouder Willem rv of Holland, which happened only weeks after 
the author's death in 1747. The dedication states that rulers depend on artists 
to perpetuate their fame, artists depending on rulers for their livelihood. Most 
of the dedication is used to praise Maecenases from the past, promising to give 
more recent examples later on in the book. 

A central theme in the Inleyding (Introduction) of the Levens-Beschryvingen 
is the respect art and artist deserve, not just because paintings document the 
glorious past and its heroes, and not just because painting surpasses sculpture 


13 Broos, 49-58. See my review: De Vries 1991. 
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by far. ‘A painter is a poet, a historian, an architect, an anatomist, a physicist, 
and a mathematician. A painter documents truth, beautifies fables, pleases the 
imagination, brightens the eye, and moves the soul’!+ This should be enough 
to warrant the respect of everybody, but still painters are generally considered 
craftsmen. This all may sound rather commonplace, but it had a personal 
meaning for the author, who felt that the respect he deserved was being de- 
nied him. To illustrate this, he relates an incident that happened when he had 
moved to Rotterdam. 

Apparently, the painter had no one but himself to introduce him in the cir- 
cles he wanted to associate with: ‘when I heard that a company of people used 
to convene in the late afternoon in the Peacock room (Pauwkamer), at the res- 
idence of a certain Otje Arnoldi, I joined them from time to time. But I have to 
state that the wine I consumed there was more to my taste than the conversa- 
tion I heard in that place. To enter into relations with the company I joined the 
conversation occasionally, especially when a subject was broached on which 
I could present my views. But this happened as seldom as a golden or silver 
wedding, since the general conversation mostly circled around the number of 
Barnevelds (glasses of gin) they consumed before the exchange had opened 
its doors or how many bottles of wine someone or another had finished the 
night before. Sometimes one of these wine experts might do me the honour of 
listening to my discourse, who then would interrogate a third person for mere 
curiosity, asking: “Who is he? Do you know this man?” the answer being: “Yes, 
he is a painter”. But as soon as this fatal word had been uttered, the inquirer re- 
plied with deep contempt: “Is that all?” This anecdote is followed by the words: 
‘The ancients had a completely different approach’® 

As a counterexample, numerous anecdotes about the good relations be- 
tween rulers and artists from the early modern period are mentioned, fol- 
lowed by a long and very negative review of Houbraken’s Groote Schouburgh, 
Weyerman’s most important source by far. Concluding his introduction, 
Weyerman pronounces the hope that his book will stimulate art lovers to fos- 
ter the art of painting that, according to Weyerman, was in decline in the years 
in which he compiled his text. This wish is followed by an exhortation to avoid 
laziness and the abuse of alcohol, often condoned as sociability or hospitality. 
Philippics against the irresponsible behaviour of artists hold a central place in 
the Levens-Beschryvingen. 

A list of ancient authors who wrote about art follows the introduction. It was 
copied from David Durand’s translation of Pliny’s chapters on the art of Greece 


14 JCwl:4. 
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and Rome! a scholarly book paraphrased by Weyerman in his Disquisition 
on the Art of the Ancients.” Before this Uytbreyding over de Schilderkonst der 
Ouden we find a six page list of terms from the parlance of artists and art lovers, 
rather precisely copied from William Aglionby.!® The Disquisition is the only 
place informing us about Weyerman’s ideas on the theory of art. This part of 
his book will be discussed in a separate chapter. 

The ‘paragone’ between sculpture and painting from the introduction is 
supplemented with a comparison between painting and poetry, of which the 
first surpasses the last by far, due to the rendering of emotions and the emotive 
effect of images on the spectator. This link between the ancient and the early 
modern biographies paraphrases a section of Jean-Baptiste Dubos’ Réflexions 
critiques. 1? The series of vitae beginning here, ends with the life of Willem de 
Fouchier, the last and longest chapter of volume three. 

The posthumous last volume opens with the Aanmerkingen over het 
Betaamelyke en het Wanvoegelyke van de Schilderkonst (notes on decency and 
unseemliness in the art of painting), which is largely based on a text by Jean- 
Baptiste Dubos.?° It is followed by a chronological list of artists who, between 
1656 and 1709, enlisted as members of the Hague guild. As much as he could, the 
incarcerated Weyerman annotated this archival material from memory. After 
this, the series of biographies continues, to end with Cornelis Beeldemaker. 
The last pages of the last volume are filled with an extensive autobiography 
and a six page note on the author's career as an artist, mentioned above. In his 
Introduction, Weyerman spoke about ‘such uncommon adventures, that later 
generations may call it a novel’, but hundreds of eyewitnesses could vouch for 
the reliability of his story.?! 


2 Weyerman’s Opinions 


The format of a collection of biographies obliges the author to distribute his 
remarks on subjects of a more general nature over a number of widely differ- 
ent entries; an obligation Weyerman did not see as a serious obstacle, I be- 
lieve. The present-day reader who wants to know more about Campo's ideas on 
these general issues will have to gather the pertinent information from more 


16 DD 137-144. 

17 _ JCW I:31-169. 

18 _ Aglionby (this part not paginated). See also: Fuchs Kleur, Fuchs Aglionby. 
19 Dubos 392-405 (partie 1 section 40). 

20 Dubos 254-265 (partie 1 section 30). 

21 JCW I:3. 
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than 1800 pages. The present publication is meant as an expedient for read- 
ers from different backgrounds who need some help to find their way around 
in Weyerman’s world. His ideas on the purpose of art and the duty of artists 
are best understood from his comments on genre paintings and their makers, 
studied in chapter 1 of the present book. Chapter 2 discusses failed artists; the 
negative and caricaturised image of their fate illustrates what ideally a paint- 
er’s career should have been. Weyerman’s London years brought him into con- 
tact with English portrait painters; the social position and responsibilities of 
artists come to the fore from Weyerman’s biographies of Dutch and English 
portrait painters, discussed in chapter 3. Monumental works of art in public 
buildings expressed the function and the importance of the institutions re- 
siding there. The commission for one of these large canvases contributed to 
an artist’s renown and importance; this social aspect of art production did not 
escape Weyerman’s attention. See chapter 4. Weyerman’s ideas on art criticism 
and connoisseurship are most clearly expressed in his discussion of still lives 
with fruit and flowers, but his critical remarks on this speciality do not funda- 
mentally differ from those on paintings with other subjects; the ‘Art critic art 
Work’ is placed in the spotlight in chapter 5. Weyerman’s ideas on the theory of 
art are presented in his paraphrase of Durand’s translation of Pliny, the subject 
of my chapter 6. 

The Levens-Beschryvingen inform the reader on Weyerman’s opinions on art 
and artists, but also on many other issues. In this respect, he is an eyewitness, 
and therefore his statements on the society he lived in do not fundamentally 
differ from the commonplace ideas of his contemporaries. As a matter of fact, 
genre paintings, theatrical comedies and farces, and other forms of literature 
such as collections of common proverbs are meant to reiterate the generally 
accepted notions, to prove them right and to propagate them. Our author 
speaks for the early eighteenth century, and the past cannot be summoned 
into court. Weyerman should not be judged too harshly on statements that 
twenty-first century readers may find controversial. 


Lyckle de Vries - 978-90-04-42187-5 
Downloaded from Brill.com1 1/09/2020 11:18:32AM 
via free access 


CHAPTER 1 


Painted and Written Genre Scenes 


Since the late nineteen-sixties, the iconography of Netherlandish sixteenth- 
and seventeenth-century genre paintings and prints has been studied exten- 
sively. The results of this research can be summarised as follows: genre is a 
narrative form of art, it locates its stories in daily life, it focuses on specific 
social groups, it comments on the customs and manners of figures represent- 
ing these groups, its reprimands are mostly presented with humour and wit. 
Admittedly, this description stems from the twentieth century and as such it 
is an anachronism. But it rather precisely circumscribes one of the fields of 
specialisation in the visual arts of the sixteenth, seventeenth and eighteenth 
century, defined by the choice of subject matter. 

The origins of this specialty lie in fifteenth-century German printmaking, 
In the sixteenth century, its possibilities were fully developed in the art of the 
Southern Netherlands. Its purpose was clear: aspects of reality were presented 
in a way that made them look slightly amusing, right out ludicrous, or some- 
thing in between. The artist, and the social group whose ideas he represented, 
used art to criticise the customs and manners of other groups who did not con- 
form to their standards. In a period of great changes, the opinion leaders cod- 
ified the principles by which they wanted to abide, suggesting that these rules 
and regulations were valid for the whole society. Thus the ‘ethics of daily life’ 
became a shibboleth, distinguishing ‘us’ from ‘them’ This social aspect of genre 
art is often labelled as moralising, and indeed the social codes were loosely 
based on the generally accepted ethics of the Christian faith. The amalgam is 
mostly called bourgeois, and rightly so. The idea that the visual arts tried to 
reform ill-bred people is slightly naive, the painter’s audience not being ‘them’ 
but ‘us’. 

This description does not apply to the visual arts alone. It defines the lit- 
erary author Weyerman as a genre artist. His theatrical works leave no doubt 
about it, but the same holds true for his Levens-Beschryvingen. This book criti- 
cises artists for their customs and manners, its subject matter refers to the real- 
ity of daily life, its message is presented humorously. It seems as if Weyerman 
did nothing new. The written genre scenes of Erasmus’ Laus Stultitiae were 
published in 1511 already. Some of Holland’s most famous authors, Constantijn 
Huygens and Jacob Cats for example, wrote texts with the purpose of codifying 
rules for proper behaviour, deriding the men and women who violated these 
rules. Huygens’ Zedeprinten and Ogentroost are among the most characteristic 
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examples: in these collections of short poems Huygens does not portray an 
identifiable painter, a merchant, or a medical doctor he happened to know, 
characterising instead the social groups to which they belong! 

Better known, and addressing a wider audience, were the theatrical com- 
edies and farces. There is a strong correspondence between these texts and 
genre painting: they are narrative and broach topics from the reality of daily 
life, their protagonists are no individual characters but stereotypes, the char- 
acteristics of the social groups to which they belong are accentuated, these 
figures operate in a limited number of standard situations, their behaviour 
is laughable, because it does not confirm to the standards accepted by the 
painter and his patrons. 

Painters, who could not make a decent living on their panels and canvases, 
were sometimes obliged to operate as housepainters on the side. Some of these 
‘masters of the broad brush’ dealt in cheap paintings to raise some extra in- 
come. Nothing could detract more from the dignity of art and artists Weyerman 
defended so eloquently. In a written painting he presents a caricature of his 
lowly fellow painter: De Kladschilder (dauber, housepainter).? Needless to 
say that it does not refer to an identifiable artist. Two comparable caricatures 
depict anonymous painters whose career ended in failure and misery. The 
abuse of alcohol always played a decisive role in the life of failed artists, there- 
fore it is appropriate that a written portrait of an innkeeper found its place 
among Weyerman’s biographies: Het karakter van een Waard (the true nature 
of an innkeeper).* 

When Weyerman discusses a painter's oeuvre, he sometimes creates a 
‘painting in prose’ in an attempt to evoke the image of one of a painter's works 
in words: a form of ekphrasis. In the early modern period some ancient exam- 
ples of this form of literature were widely known. Pliny’s evocation of Apelles’ 
Allegory of Calumny even stimulated some painters to reverse the process and 
to recreate the long lost painting that once inspired the laudatory description.” 
Gerard de Lairesse proposed a different use of this kind of texts. He wanted 
a history painter to imagine his planned work in great detail before he started 
to work on its realisation in paint. Ideally, the artist should make a very precise 


1 Huygens, Voorhout, Kostelick Mal en Oogentroost, Zutphen (Thieme), 1978 [1st ed. Oogentroost 
1647]. M. C. A. van der Heyden (ed.), Zede-Printen, in: Profijtelijk Vermaak, Utrecht, Antwerp 
(Spectrum) 1974, 209-256 [1st ed. 1624]. 
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description of the still imaginary painting. This text then would be his guide 
through the slow and labourious production process, preventing a relapse into 
thoughtless routine. When Weyerman wrote his biographies, he did not have 
the paintings he wanted to discuss at hand. Consulting his memory, he created 
a mental image of the remembered painting or paintings that could be trans- 
lated into words. Therefore his ‘written paintings’ have a greater affinity with 
De Lairesse’s mental exercise, than with the classical ekphrasis. Most of the 
laudatory texts cited in Pliny’s Historia Naturalis must have been written when 
the Greek or Roman poet could inspect his subject in reality. 

Most of Weyerman’s written paintings are genre scenes, lustrous beads 
adorning his texts. Genre paintings are no reports on a factual situation, as 
we have begun to understand rather recently. Nor are Weyerman’s anecdotes 
meant to be taken for the truth, the whole truth and nothing but the truth. 
They evoke true-to-life images of the art world as it must have been in his days. 
To highlight the generic image, for instance, of a courageous painter of battle 
scenes, a flattering painter of female portraits, a keen observer of facial expres- 
sions, accidental details are suppressed. Thus Weyerman creates paintings in 
prose, depicting scenes from a painter's daily life instead of evoking one of 
his canvases. 

Weyerman sometimes called himself Democritus: the laughing philoso- 
pher who ridiculed the foolishness of mankind,’ and he is not the only one to 
deserve this badge of honour. Adriaen Brouwer’s witty paintings earned him 
the title Democritus of the painters.® The discussion of Johannes Lingelbach’s 
Italian market scenes with quack doctors prompted Weyerman to quote ex- 
tensively from one of his own theatre plays, in which a quack is one of the 
many figures ridiculed by Heraclitus and Democritus.? Literature and the art 
of painting both create genre scenes, in which the audience is amused with 
images of foolishness and stupidity. Both depict aspects of reality with the 
intention of telling the truth with a smile. 

In the course of the seventeenth century, the social differences did not di- 
minish but, apparently, they were more widely accepted as being unavoidable- 
as God-given maybe. Consequently, genre art became less aggressive than it 
used to be inthe sixteenth and early seventeenth century: humour became more 
subdued, caricature made place for more refined forms of characterisation, 
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rudeness and coarseness made place for refinement and subtlety. This ‘aes- 
thetification’ of genre art in the second half of the seventeenth century is an 
aspect of iconographic erosion: the moralising message of the paintings was 
not forgotten, but taken for granted. The tradition was not abandoned, but 
lost its topicality. This, at least, is an interpretation I proposed in 1977; it then 
caused some discussion that did not result in unanimity.!° 

The way in which Weyerman discusses genre scenes seems not to conflict 
with what was said in the last paragraph. He describes peasant scenes and pic- 
tures of distinguished companies summarily, not focusing on their moral mes- 
sage, but on their artistic qualities, or the shortcomings of their execution. He 
operates as an art critic. But his treatment of artists’ biographies is moralising 
to the core. Comparing Weyerman’s book with Houbraken’s, one notices a re- 
markable shift of focus. Arnold Houbraken’s opinion on lowlife genre scenes 
is ambiguous, but he knew for sure that their painters lived a life as despicable 
as the miserable existence of the figures they depicted. Gerard de Lairesse de- 
spised low life genre, but said nothing about the life style of its makers, looking 
down on them as mere craftsmen." The function of genre art as a moralising 
message gets no attention from the authors mentioned. 

Our conclusion must be that Weyerman transferred the function of censor- 
ing the customs and manners of the time from the visual to the literary arts. 
Good artists are praised for the quality of their output, and also for the success 
and the status they acquired through the well-deserved favours of patrons or 
maecenases. Good but unsuccessful artists are blamed for their lack of social 
abilities. The worst are those who favour a bohemian lifestyle, which boils 
down to being lazy and drinking too much. Members of this group qualify for 
the title of ‘apocryphal artist’: the negative counter images of a real artist, a 
parasite infesting the art world. De Fouchier is their prime representative. 

The last biography of volume 111 of the Levens-Beschryvingen is dedicated 
to Willem de Fouchier.'” It is the second longest of the four volume book; only 
the entry on Rubens is longer. This /ife contains hardly any information on art 
or artists, but its main protagonist is not a fictitious figure. De Fouchier was a 
painter who lived in IJsselsstein, Amsterdam and elsewhere between 1674 and 
1736. On October 14th 1727, he offered his services as a maker of wall paintings 
in an advertisement in an Amsterdam newspaper. Little if anything is known 
about his works and he is no more than Weyerman’s link with reality, with- 
out which genre art is unthinkable. In fact the thirty-five pages contain the 
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material for one or two theatrical farces, located in a tavern where the painter 
mingles with the villagers of an unnamed Brabant village. A place to avoid and 
a lifestyle to repudiate for a gifted artist, who could have done so much better, 
if only he had tried hard enough and had not succumbed to the temptation 
of alcohol. The reader will find my translation of De Fouchier’s biography in 
appendix 1. 


1 Urban Genre 


Weyerman extensively describes a painting by the little know Charles Emanuel 
Biset: his Drawing Room, or an Assembly of Gentlemen and Ladies. Its character- 
istics are recognisable in a great number of Dutch genre paintings: well-to-do 
men and women are amusing themselves in a luxurious surrounding, their 
emotions are expressed effectively, which involves the spectator in the de- 
picted event. The illustrated situation refers convincingly to everyday reality, 
which creates an impression of ‘naturalness’, and the execution of high-class 
subjects is careful and precise, with much attention for stofuitdrukking (the 
suggestion of the surface structure of materials). It may serve here as a typical 
example of urban genre painting. (figure 2) 

Arnold Houbraken’s entry on Charles Emanuel Biset counts 12 lines; this 
petit maitre is all but forgotten presently, and his genre paintings have become 
extremely rare. Jacob Campo Weyerman, who knew Biset personally, dedicated 
21 pages to the artist? He praised Biset as a painter ‘with a charming brush 
and a beautifully glowing colouring, who knew how to give his figures great 
elegance, his compositions being copiously enriched with accessories. But 
Biset’s drawing was terribly incorrect. ‘We saw a number of the artist’s works 
that were painted so charmingly, that one compelled oneself into defending 
the imperfect drawing’. Weyerman amply describes two of Biset’s genre scenes, 
but in these texts he most probably fused his memories of several works. One 
of these refers to a merry company. ‘It was arranged and painted so naturally 
and wittily that a more amusing or cheerful composition was unthinkable’. 
The central figure, a young woman who is being cajoled by a gentleman kneel- 
ing at her feet, ‘laughed so heartily and played so alluringly with her tongue 
that all art lovers inspecting the scene felt tempted to kiss that lovely mouth 
right heartily’. Elsewhere in the room five or six men and women are playing 
at cards. ‘In the eyes of the young ladies one could see the greed for money, 
love being noticeable in the flaming glances of the young gentlemen. One of 
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FIGURE 2 C. E. Biset, Merry Company, canvas, 64,3 x 88,3 cm., Copenhagen, Statens Museum 
for Kunst 


them gave a card to a lady and, doing so, he seemed to touch her little finger 
in a most friendly manner’. Another subsidiary scene shows a pair of unequal 
lovers. The composition is enriched with gold and silver objects, curtains of 
silk and flowered damask, costly mirrors and other expensive furniture. ‘These 
objects clearly demonstrated the abundance of his creative mind’. 

Attractive as Biset’s work may be, it is not perfect. Gerard Pietersz. van Zijl 
was one of the many others who painted ‘merry companies of gentlemen and 
ladies, dressed in the fashion of that period’. Van Zijl won the title of the little 
Van Dyck, ‘because his drawing, manner of painting, colouring, draperies, and 
accessories are so similar to those of that Phoenix of Art as a mortal hand can 
achieve’!* In Van Zijl's genre scenes ‘all figures are done after life, and espe- 
cially after the best specimens of both sexes’. (figure 3) We must conclude that 
he followed the rules of classicism by choosing and emulating the best possible 
example, and by selecting perfect forms from the reality he observed. What Van 
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FIGURE 3 G. P. van Zijl, Musical Company in a garden, drawing, 12,0 x 15,1cm., Amsterdam, 
Rijksprentenkabinet 


Zijl did went against the tradition of Dutch genre painting, as Weyerman knew 
well. Not writing as an art theorist, but addressing art lovers and collectors, 
who appreciated older paintings as well as the most recent ones, he speaks 
lovingly about the art of genre. The reader should realise that this praise is pro- 
visional, it is valid within the limitations of this speciality. When an artist has 
the capabilities for painting biblical and mythological subjects, he should not 
descend to painting genre scenes, as Theodoor Rombouts did. This painter of 
religious subjects ‘wasted his time’ on low life genre scenes. 

The German-Dutch-Italian Johann Liss is judged less severely.!® (figure 4) 
He made small-figured biblical and mythological compositions, but also 
‘friendly gatherings of male and female lovers, dressed in the fashion of that 


15 JCW 1:325-327. 
16 JCW1:402-406. 
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FIGURE 4 J. Falck after J. Liss, A merry company, engraving, 28,1 x 38,4 cm., Amsterdam, 
Rijksmuseum 


period; furthermore some Venetian young ladies, enjoying themselves with in- 
nocent pastimes such as making music, playing at cards, taking a walk, singing 
and dancing’. He even made scenes with dancers frolicking at a peasant wed- 
ding, which festive event ends in a quarrel and fighting with knifes. The urban 
scenes Liss made are ‘small paintings in which the style of the ancients and the 
modern painters was fused so subtly and cleverly that these works of art were 
generally acclaimed by the art lovers’. Here Weyerman seems to praise Liss for 
infringing upon one of the bylaws De Lairesse had issued. Gerard de Lairesse 
was adamant that painters of genre scenes should make a radical choice be- 
tween contemporary accessories and Roman style dress and paraphernalia.” 
This proposal for reforming the speciality of urban genre was hardly ever put 
into practice, but Anthony van Dyck found a clever compromise. The portrait 
painter solved the problem by using loose draperies that did not conflict with 
the current fashion, nor with the ‘antique’ paraphernalia. His solution was 
embraced by many genre painters, such as Johann Liss and Gerard Pietersz. 


17 = GdL 1:194-201. 
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van Zijl! The last-mentioned dressed his figures ‘in the fashion of that period’, 
admittedly, but doing so he followed Van Dyck’s example. 

Weyerman mentions some forty painters of urban genre scenes, dedicating 
a single paragraph to the one, many pages to the other. Their choice of sub- 
ject matter is indicated in an unsystematic way, depending on the information 
available, the caprices of the author’s memory and the composition of the bi- 
ography at hand. It is impossible to recognise any order in these entries, or 
to impose a system on this aspect of the Levens-Beschryvingen. Some painters 
made merry companies, others illustrated scenes from family life in drawing 
rooms and kitchens. The traditional open air market is frequently reduced to 
a small shop, and the many figured merry company or ball may be reduced to 
an intimate scene in which a man and a woman suggest something about the 
relations between the sexes. Not all genre painters felt compelled to choose 
between urban and lowlife subject matter. Nor was the choice between genre 
and biblical or mythological subjects a matter of principle for most of them. 
After all, both subspecialties were practiced by historieschilders: painters of 
narrative scenes. 

More than thirty painters of urban genre scenes are reviewed, Jan van Eyck’s 
lost Bathing scene not excluded. Amazingly, Gerard ter Borch, Ludolf de Jongh, 
and Nicolaes Verkolje are mentioned, but not as genre painters. Scenes with 
witches and phantoms are found in the oeuvres of Charles Emanuel Biset, 
Pieter Fris, and Cornelis Saftleven. Weyerman must have considered these as 
equally old-fashioned as the soldiers’ waiting rooms (kortegaarden), made by 
Johan le Ducq. 


2 Low Life Genre 


When Weyerman compares one of his vitae with a story from Bocaccios’s 
Decamerone, he once more presents himself as a literary author. His stories, 
no less than those by his Italian example, are witty, humorous and meaningful. 
‘T now feel that my mind is so agile, my brain so unencumbered, my thoughts 
so free, that I may attempt to cheer up the reader in that same (Bocaccio’s) way. 
If I don’t do so with one of Bocaccio’s fairy tales, let it be with a true story about 
(Egbert van) Heemskerck, whose clownish behaviour is as similar in character 
to the lifestyle of (Adriaen) Brouwer, as the substance of their paintings is: al- 
ways farcical, always annoying’.!9 (figure 5) These are the opening words of the 


18 Kemmer. 
19 JCW V:344-352. 
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FIGURE 5 E. van Heemskerck, Peasants in an Inn, panel, 16,0 x 13,7 cm., Leiden, Museum 
De Lakenhal 


eight page biography of a half-forgotten Dutch painter who worked in England. 
In this text, Weyerman construes a close parallel between the artist’s work and 
the story of his life. Van Heemskerck’s shortcomings are, if not forgivable, at 
least understandable; his parents are to blame. ‘All public wrongdoings, result- 
ing from a destructive, tyrannical and bestial suppression, are the consequence 
of childish desires that not were reined in in good time’. After an excurse on 
education, nature versus nurture, Van Heemskerck’s biography begins with 
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his adventurous voyage to England. When soon after his arrival in London the 
painter found himself penniless, he was hired by an art dealer, for whom Van 
Heemskerck painted ‘a number of attractive paintings, mostly showing drink- 
ing, and fighting peasants, playing at cards. The payment he received was far 
from sufficient, reason why Van Heemskerck set up his own studio. The compo- 
sitions he made ‘mostly showed pothouses and pubs, clandestine meetings of 
English Quakers, and occurrences in the brothels of the neighbourhood where 
he lived’. Although these ‘satanic sulphur-matches’ sold well, the painter never 
reached the level of Adriaen Brouwer, David Teniers or Adriaen van Ostade, 
‘famous champions in that fool’s paradise’. Things got worse when Egbert van 
Heemskerck associated with John Wilmot, second count of Rochester, whom 
Weyerman calls a British Aretino. For this patron our painter made a number 
of scandalous scenes. Regrettably, Weyerman does not tell his readers what 
was wrong with them. When Rochester fell into disgrace with the royal court, 
this nobleman became a quack doctor, Van Heemskerck playing his fool. After 
Rochester's death, the painter fell back into poverty and a deep melancholy, 
‘the usual aftermath of illicit pleasures’. 

This story touches upon a number of themes that, throughout his four vol- 
ume book, Weyerman presents as being of great importance: the irresponsible 
behaviour of painters causing them problems, the resulting life on the edge 
of society, the role of art dealers who take advantage of painters’ poverty by 
paying the men they hire far too little, the role of good or bad Maecenases 
and patrons, and the use of motifs from the painter’s daily surroundings. What 
Weyerman does not say here, is that low life genre is objectionable by itself; the 
fact that some of Van Heemskerck’s scenes are obscene, or at least offensive, is 
the real problem. 

Different from his predecessor Houbraken, Weyerman does not say that 
irresponsible behaviour is characteristic of low life painters. Adriaen van 
Linschoten, for instance, is a history painter who is praised for the facial ex- 
pression of his biblical figures, but he was ‘a rash fellow like Adriaen Brouwer. 
He lived an unruly and reckless life, which made him as destitute as Job sit- 
ting down among the ashes’? Success and failure, set-backs and good luck 
are evenly divided over all groups of artists. For all of them, quality is the main 
issue. Van Heemskerck’s ‘figures are well drawn, and the physiognomies are 
nicely characterised, but his colours come out somewhat gloomy, or rather 
grimy’. Among the low life painters, praised for the expressiveness of the faces 
they painted, Van Heemskerck is not the only one using a mirror to study the 


20 JCW 1:375. 
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FIGURE 6 A. Brouwer, Fighting card players, panel, 25,8 x 34,2 cm., The Hague, Mauritshuis 
Museum 


facial expressions he mimics when sitting at his easel. ‘Frequently he portrayed 
his own face, using a piece of mirror attached to his palette’ 

Much of what Weyerman had to say about genre painters and paintings 
comes together in the biography of Adriaen Brouwer.”? (figure 6) The value of 
a work of art does not depend on its subject, but on its quality. ‘The aim of the 
art of painting is to imitate and render nature. The value of a painted scene 
lies in … the truth of the rendition’. For Weyerman this is an axiom, but he 
meant more than a one-to-one reproduction. I translate the verb uytdrukkken 
as: to render; mostly it is translated as: to express. The inherent qualities of the 
depicted object have to be made recognisable: its eigenheid. This vindication 
of lowlife subjects echoes a well-known statement of Albrecht Dürer that is 


21 Although Abraham Diepraam used the same expedient, all his faces look the same; jcw 
III:g6—102. 
22 JCW II:62-78. 
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apposite to much of Dutch seventeenth-century art: ‘it is a great art which can 
demonstrate its real power and skill in coarse and churlish objects’? 

Being true to nature may result in the rendition of identifiable models, as was 
the case with a painting Brouwer made when being incarcerated in Antwerp. 
From his cell window he observed and painted some gambling soldiers. ‘He 
nicely expressed the covetous zeal of those penniless gamblers, who seemed to 
chase the dice with their sunken eyes, their sallow harrier eagle claws frozen on 
their grimy cards’. When Rubens saw the panel, that had to work its maker's re- 
lease from prison, he immediately recognised it as a work by Adriaen Brouwer. 
Another connoisseur inspecting it could not stop laughing for half an hour. An 
implication of this and many other anecdotes from the Levens-Beschryvingen 
is, that a veracious and unembellished rendition of reality is humorous by it- 
self. It also is a moralising comment on the depicted subject. 

Another example of the educational duty of a genre painter is the story 
of Brouwer’s self-presentation in the Amsterdam theatre. Being dressed in 
a seemingly fashionable and costly outfit, he is admired by the city’s beau 
monde. But then he jumps on the stage and washes off the painted decora- 
tion that looked like intricate embroidery. Dressed in the remaining garb of the 
cheapest material, he harangues the audience on their vanity. Weyerman gives 
Cornelis de Bie as his source,”* but the anecdote ultimately goes back on Karel 
van Mander’s biography of Jan Gossaert.2° 

Positive as the above may sound, Weyerman never praised the whole cat- 
egory of lowlife scenes as a recommendable choice. Joos van Craesbeeck, 
for instance, painted droll and ungainly subjects. Arnoldus Verbuys depicted 
criminals and whores in their den. But within the limitations of the genre, spe- 
cialised painters might demonstrate their talents and skills. Van Craesbeeck 
illustrated a wide range of facial expressions, as we said before. Jan Thomas van 
Kessel drew his peasants funnily, expressed the emotions indicated by their 
physiognomies and gestures naturally, and coloured these figures in a masterly 
manner. He worked from his imagination when creating compositions, but his 
promising career ended prematurely, due to his excessive drinking. Otherwise 
he could have been a second Brouwer.”6 

The same fate befell another follower of Brouwer, called Daniel Boone.27 
(figure 7) Initially Boone’s English patrons appreciated his amusing works. The 


23 ‘Denn es ist eine große Kunst, welcher in groben bäurischen Dingen ein rechten Gwalt 
und Kunst kann anzeigen’. Dürer, 290-306. 

24 De Bie, 91-92. 

25 Van Mander, fol. 225v—226r. 

26  JCWIII:379-386. 

27 JCWV:307-314. 


Lyckle de Vries - 978-90-04-42187-5 
Downloaded from Brill.com1 1/09/2020 11:18:32AM 
via free access 


24 CHAPTER 1 


FIGURE 7 D. Boone, Card players in an inn, panel, 19,5 x 23,5 cm., Amsterdam, Rijksmuseum 


art critic Weyerman states that his contours are more correct than those of Van 
Craesbeeck, his compositions more inventive, and his colouring more cheerful. 
One of these paintings, at least in Weyerman’s report, was rather exceptional, 
since it depicted the Judgement of Paris. But this seems to be an intentional 
misunderstanding, meant to highlight the composition’s risible appearance. It 
showed a man confronting three women. The would-be Paris ‘leaned against 
an old osier with the elegant attitude of the Pierrot from Gherardi’s Théâtre 
Italien.?8 A hurdy-gurdy hung on his left side and his hand rested on a shep- 
herd’s crook. Instead of the Golden Apple, he had a blown Easter egg in his 
right hand. The figure impersonating Venus was as long as the Hague Maypole 


28 The commedia del arte actor Evariste Gherardi (1663-1700) was famous for his role as 
Arlequino in the Italian theatre at Paris; in 1694 he published a number of theatrical texts 
in Le Théâtre Italien; facsimile reprint: Geneva (Slatkine), 1964. 
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but she was so gaunt and scrawny, one could look right through her. Juno, on 
the contrary, was as fat as a female Flemish innkeeper, ... the physiognomies of 
these figures were so funny, so very droll, and characterised so strangely, that 
the Englishmen feared to split their sides with laughter’. 

Lowlife genre scenes are not always situated in inns and taverns. A number 
of genre painters located their merry companies in more spacious surround- 
ings, such as kitchens and stables, thus creating a subcategory in genre paint- 
ing. But Weyerman does not divide the genre painters he discusses in stylistic 
or thematic groups. Cornelis Saftleven, for instance, painted ‘farmhouses or 
stables, filled in with implements of agriculture, in the style of David Teniers, 
whose manner of painting he tried to imitate’.29 David Teniers himself painted 
the interior of a farmhouse ‘in which the victuals of cabbage, turnips et cetera 
are nicely painted and masterly executed’. In stable and kitchen interiors it is 
dubious whether the figures, the interior or the inanimate objects form the pri- 
mary subject matter; here the narration characterising genre art is minimised. 

Most market scenes and village views staffaged with rural figures do not tell 
one single story, narrative elements being divided over a number of smaller 
groups. The border line with landscapes, in which staffage figures play an 
even smaller part, is not clear at all, as goes forth from the landscapes by 
Adriaen Fransz. Boudewijns, filled in with rural figures by Pieter Bout.3! When 
Weyerman says that Bout painted ‘peasants, wagons full of visitors of a vil- 
lage fair, and peasants playing at skittle or shooting at the popinjay’, the reader 
tends to forget that this artist is essentially a landscapist. 


3 Italianate Scenes 


Open air scenes with peasants frequenting markets, where food and live- 
stock are offered for sale and where quacks and mountebanks are performing, 
form a category by themselves, at least when they are located in Italy. When 
Weyerman describes these Bambocciate, his attention is focused almost exclu- 
sively on the staffage figures and their actions. Here again, narration is divided 
over a number of smaller groups. Not withstanding this folkloristic staffage, 
Weyerman saw these Italianising outdoor scenes as a kind of landscape. The 
drawings of Pieter van Laer, the main representative of this speciality, show 
‘the many painterly changes one may observe on meadows, mountains, forests 


29 JCWII:86-87. 
30 JCWII:89-91. 
31 JCWII1:341-345 (Boudewijns); JCw 111:345 (Bouts). 
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FIGURE 8 Pieter van Laer, Shepherd and Washerwoman at a Spring, copper, 29,0 x 43,0 cm., 
Amsterdam, Rijksmuseum 


and in valleys during the morning, afternoon and evening’. This indicates the 
vicinity of Claude Lorrain and other Italianising landscapists. (figure 8) There 
is no clear border line, however, between genre scenes with a landscape back- 
ground and landscapes with genre like staffage figures. Van Laer or Bamboots, 
as his nickname was, painted landscapes but also ‘peasant huts, sheds, inns, 
halfway houses, ruins, dungeons and living rooms, with a nicely drawn and 
painted staffage of funny and beautiful small figures in outlandish garb’? 
Once again the art critic makes himself heard. Comparing Pieter van Laer 
with Philips Wouwerman, whose popularity seemed to rise at the expense of 
Bamboots’ earlier success, Weyerman is adamant that ‘Philips’ art could not 
outshine Bamboots' art’, although the style of the last-mentioned was ‘slightly 
melancholic, whereas, on the other hand, Wouwerman’s manner was cheerful’. 
Van Laer’s career was impeded, not by a lack of quality, but because the painter 
was undiplomatic in his contacts with patrons and dealers.3% 


32  JCWII:105. 
33 JCW 11160-161. 
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4 Large-Scale Genre Paintings 


The tradition of Pieter Bruegel and the printmakers of his time lives on in the 
works of many later Netherlandish artists who painted low life scenes. Some 
of them, however, chose the example of Caravaggio and his Roman followers.3+ 
Weyerman mentions two of them: Theodoor Rombouts and Pieter Moninckx.35 
The first was a good painter of religious subjects, but mostly he ‘wasted his 
time on painting licentious scenes in inns, and the theatres of market doctors, 
called quacks and tramps by urban doctors’. (figure 9) Because of their high 
quality these genre scenes are appreciated by collectors, and, actually, they are 
better paid for than Rombouts’ religious works. Moninckx made merry com- 
panies in Gerard Segher’s manner, this is all Weyerman has to tell about him. 
Seghers himself has no biography in the Levens-Beschryvingen. The works of 
the caravaggisti is large-figured, whereas most low life scenes have moderate 
sizes, showing small-scale figures. Most probably Peter Ykens worked in the 


FIGURE 9 Th. Rombouts (and studio), A Tooth Puller, canvas, 156,5 x 235,5 cm., Ghent, 
Museum of fine Arts 


34 When Weyerman calls Theodoor van Thulden a painter of peasant village fairs et cetera, 
he seems to be mistaken; JCW 1:322. 
35 JCW 1:325 (Rombouts); Jcw 11:44 (Moninckx). 
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FIGURE 10 J. Jordaens, As the old Birds sing, the Young Ones will chirp, canvas, 128 x 192 cm., 
Antwerp, Royal Museum of Art 


tradition of the caravaggisti when he made a life-size charcoal drawing on the 
wall of an Antwerp inn. It showed a dining company, being served by harle- 
quins. Otherwise, Ykens was a good painter of religious works. 

One of the few large-scale genre painters who were no followers of 
Caravaggio was Jacob Jordaens.*” He is presented as a painter of religious sub- 
jects, but ‘he was equally excellent in cheerful subjects, which he demonstrated 
in his well-known, nice composition called “As the old birds sing, the young 
ones will chirp”, that was copied to a disgusting extent by the painters of 
the Antwerp Friday market. (figure 10) Comparing Rubens and Jordaens, 
Weyerman praises the first painter’s work as being dominated by wit and cre- 
ativity. Jordaens, on the other hand, excels in veracity and expression. In other 
words, he had the talents to be an excellent genre painter. Even more excep- 
tional are Theodor van Pee’s compositions with Savoyards and Italian beggars, 
reminding Weyerman of Murillo and Titian.?* Van Pee’s vagabonds must have 
been depicted as large-scale figures. 


36 JCW III:304-309. 
37 JOW 1:382-386. 
38 JCW V:391-402. 
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5 Fine Painting 


Many urban genre paintings from the second half of the seventeenth century 
are characterised by the fusion of a certain style with a specific technique, 
known as fine painting. This phenomenon is closely associated with Gerard 
Dou and Frans van Mieris. But the fine painting technique was not Dou’s in- 
vention, it was introduced in Netherlandish art by Jan van Eyck and made pop- 
ular much later by Jan Brueghel. Fine painting as a style is a later phenomenon, 
that became popular among Dou’s and Van Mieris’ followers and imitators. 

Arnold Houbraken criticised Dou for working slowly and using lenses and 
other devices, admitting however that the artist produced a considerable 
number of finely executed works. ‘It is regrettable’, Houbraken wrote, ‘that 
this man did not apply his mind to grand ideas, using his brush for the de- 
piction of worthier and more honourable subjects’.3° His predecessor Cornelis 
de Bie was of a different opinion. Dou’s pleasant images, he wrote, ‘dispel any 
confounded comprehension, elevating one’s mind almost beyond the stars’.4° 
This difference was sometimes used in the argumentation pro and contra the 
iconological interpretation of Dutch genre scenes. But the reader will find no 
ammunition for this battle in Weyerman’s text. Campo rather tries to surpass 
other authors with anecdotes about the slowness and precision of Dous’s 
working method. According to Weyerman, Dou did not move for half an hour 
after he sat down to start working, fearing that particles of dust might be blown 
up by his movement. He did not begin his daily work before having sat still for 
some time in front of his easel. I believe that our author retold an old anecdote 
without understanding its meaning. 

When Pontormo intended to continue work on an unfinished painting, 
Vasari writes, he sometimes stood brooding in front of it for such a long time 
that a whole day passed without a single brushstroke. This behaviour is typical 
for artists who were born under Saturn, as the Wittkowers explained, and it was 
certainly not unknown in the Netherlands, although Pontormesque extremes 
were mostly avoided.*! Weyerman quotes Sandrart when he informs his read- 
ers that Johann Liss ‘made a habit of thinking for a long time before he began 
to work on his composition’. The best-known Dutch example is Rembrandt's 
painting of an Artist in his studio, who not is wielding his brushes but is stand- 
ing at some distance of his easel, thinking. (figure 11) The same situation 
is recognisable in one of Rembrandt's early drawings. (figure 12) De Lairesse 


39 Houbraken, vol. 111-7. 
40 De Bie, 277. 
41  Wittkower, 59-63. 
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FIGURE 11 Rembrandt, An artist in his studio, panel, 24,8 x 31,7 cm., Boston, Museum of Fine 
Arts, Gift of Rosa Koehler 


advised his reader to escape into solitude during the critical phase of the cre- 
ative process; thinking had to precede doing.*? Before he started to improvise 
a composition in Gerrit van Uylenburgh’s studio, the young De Lairesse played 
his violin to concentrate and gather his thoughts.** Pieter van Laer was very 
quiet and enraptured when he was at work; therefore he frequently refreshed 
his exhausted mind by playing the violin.** I suppose that Dou also thought 
deeply about his ‘worthy and honourable subjects’ before he started or re- 
sumed the manual work of putting his ideas on a panel. 

Weyerman detested fine painting and he missed no opportunity to say so, 
but he made an exception for Dou and Van Mieris. Dou surpassed other fine 
painters because he used his brush to make recognisable touches and lines of 
paint. As a result, his works make an amazingly convincing impression when 
seen from a certain distance. His imitators, however, scumbled their wet paint 


42  GdL1:44. See: De Vries 2011 Beauty, 44-46. See also: Van de Wetering, chapter 4. 
43 JCW II:107-108. 
44 _ JCW 11105. 
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FIGURE 12 Rembrandt, An artist in his studio, drawing, 20,5 x 17,0 cm., Los Angeles, 
The J. Paul Getty Museum 


and softened their contours so much, that their works seem to dissolve in a 
haze, when seen from the same distance. More seriously, they made paintings 
‘with ivory women, waxen putti and porcelain men’. The convincing render- 
ing of stofuitdrukking (surface structures) seems to have been sacrificed to the 
nonplus of precision. These precious objects were enclosed in kasjes, frames 
with a lid, protecting the paint layer from daylight and dust. In ‘previous 
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centuries’ such works brought their makers wealth and nobility.* Of whom 
might the author think, other than the knighted and very successful Adriaen 
van der Werff? The problem was not new. If we may believe Pliny, Apelles said 
that his competitor Protogenes ‘did not know when to put down his brush’. 
Weyerman surmised that Protogenes, just as ‘Van Slingelandt, Van der Werff 
and other scrupulous painters’, applied too much diligence to his works, con- 
cluding that ‘nothing is more detrimental to our works than a precision that is 
too strict or, to be honest, too strained’.4® 

Weyerman praises artists who elaborated their work very precisely, such 
Jan van Eyck, Adam Elsheimer, Jan Brueghel, Hendrick van Balen, Jan Baptist 
Weenix, Frans van Mieris, Gerard ter Borch, Willem van Mieris and his son 
Frans van Mieris 11. Problems arose only, when a fine painter went too far. The 
first to do so was Leonardo da Vinci, the founding father of ‘the scrupulous 
school of Tuscany’.*” The fine painting technique was so time consuming that 
some painters could not produce enough work to earn a reasonable income, as 
happened to Pieter Cornelisz. van Slingelandt.*® (figure 13) Fine paintings not 
only smell of the foamy sweat of an exhausted donkey, but they are polished 
with pumice or bulrushes.*® When Weyerman assumes that Leonardo da Vinci 
used more bulrushes than brushes, he seems to speak of a common painter’s 
technique, of which little is known anymore. At least it is evident that he 
wanted to compare the sleek surface of the detested fine painters with the 
work of the admired Gerard Dou. Dou created a subtle relief in his paint layer 
by making touches and lines with the tip of his brush.°! With this technique he 
reinforced highlights and suggested the characteristics of some materials, such 
as tapestries and baskets. 

The architectural painter Jan van Nickelen thought that a portrait by Jan 
Frans van Douven outshone a finely painted work by Adriaen van der Werff, 
hanging next to it, but Weyerman guessed that Van Nickelen may not have 


45 Jcwt:258. 

46 JCW I:57. 

47 JCW Ivi3. 

48 JCW III1-2. 

49 JCW 1:258; III:19; IV:1-2; V:23. 

50 Weyerman uses the diminutive biesje, a small bies. Modern dictionaries translate bies 
(pl. biezen) as bulrush. Actually, it is unclear which plant material was used to polish the 
surface of (nearly) finished oil paintings; maybe it was the same as was used for polishing 
primed panels. It was not uncommon to use plant material for scouring wood, metal and 
other materials. An unbranched variety of the genus Equisetum (horsetail) is known as 
snake grass or scouring-rush. I thank Prof. M. J. N. Stols-Witlox for her kind help in finding 
this information. 

51 JCW I:19-120. 
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FIGURE 13 P.C. van Slingelandt, Portrait of Janneke Ardiers, 1677, panel, 29,5 x 25,0 cm., 
Leiden, Museum De Lakenhal 


been straightforward, feeling obliged to praise his benefactor Van Douven.52 
Weyerman himself spoke openly when he said that a painting by De Lairesse 
outshone a work by Van der Werff.53 De Lairesse’s Antigonus and Stratonice 
was like a costly jewel, thanks to its copious accessories and paraphernalia.5* 


52 JCW 11118-120. 


53 JCWII:405-412. 
54 GdL, 65-66. 
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FIGURE 14 G. de Lairesse, Antiochus and Stratonice, panel, 31,6 x 47,0 cm., Enschede, 
Rijksmuseum Twenthe (on loan from Rijksmuseum Amsterdam) 


This must be the copy now in Karlsruhe, praised by De Lairesse himself for 
exactly this reason.° (compare figure 14) Van der Werff’s Sarah giving Hagar to 
Abraham, now in Saint Petersburg, disappointed Weyerman because it lacked 
the quality of copiousness. (figure 15) The fact that Van der Werff overheard 
Weyerman’s critical comments caused him some problems when the art critic 
visited the famous painter in Rotterdam some years later. The biography of 
Adriaen van der Werff amply describes Van der Werff’s successful career with- 
out discussing the quality of his output.56 

The qualities of the highly praised Philips Wouwerman and Carel de Moor 
are highlighted by contrasting them with fine painters.” But what precisely was 
wrong with fine painters? Their works result from ‘bold ignorance; their ‘super- 
fine canvases’ and ‘glossy panels’ show ‘bewildering colours’, the colouring of 
a ‘blind painter of fans’5* The miniature painter Alemans may have decorated 


55 G. de Lairesse, Antiochus and Stratonice, 1676, canvas, 88,5 x 103,5 cm., Karlsruhe, 
Staatliche Kunsthalle. 

56 jcwv:68-86. 

57 JOW [1:157-163; V:1-27. 
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FIGURE 15 A. van der Werff, Sarah giving Hagar to Abraham, canvas, 86,0 x 68,5 cm., 
Saint Petersburg, The State Hermitage Museum 


ivory fans.°® His brushes were nearly invisible, and at the end of a working day 
he himself could hardly see what he had done, because he elaborated his de- 
tails far too much. Initially Godefridus Schalcken had the same problem, when 
the evening fell he could hardly see what he had performed during that day.®° 


59 JCWIII:317—-327. 
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The famous Balthasar Denner is praised for a miniature portrait, but otherwise 
he is criticised for his finicky brushwork, his weak drawing and his lack of stof- 
uitdrukking.® (figure 38) 

Did Weyerman fight the tide, just as the cattle and landscape painter Govert 
van der Leeuw, who was unsuccessful because he was no fine painter?® In the 
eighteenth century, Dutch genre scenes executed by fine painters were among 
the cherished prizes of princely German and Austrian collectors. The French 
nobility showed the same preference. Only when nineteenth-century romanti- 
cism began to dictate what was good art, what not, the fame of the fine painters 
began to wane. Spontaneity, sentiment and the expression of the artist’s inner- 
most self seemed to be impossible in a style and technique that left the artist 
so little leeway. The rehabilitation of the fine painters seems to be the indirect 
result of the increased attention for Dutch genre painting, caused by publi- 
cations on its iconography. The groundbreaking research of Eddy de Jongh, 
presented among others in the enormously successful exhibition Tot Lering en 
Vermaak from 1976, kindled the curiosity of museum visitors and professional 
art historians alike.6 The re-canonisation of Dutch fine painting culminated 
in two almost simultaneous exhibitions of 1988 and 1989.64 Weyerman would 
have been utterly amazed if he had lived to witness this twentieth-century up- 
date of the canon. 


61 JCW 111:408-—409; IV:54, 89-91; V:224, 327. 
62 JCWIII17-19. 

63 DeJongh. 
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Failed Artists 


Weyerman was a writer of genre scenes and a painter of flower still lives. He 
knew from experience what it meant to be an artist and a businessman at the 
same time, running his own smallscale enterprise. The great majority of Dutch 
painters were small shopkeepers and the Levens-Beschryvingen does not just 
inform connoisseurs and collectors about the makers of their acquisitions. The 
book also addresses the painters of Weyerman’s time with well-intentioned 
advice and admonitions. A clear statement about their place in society con- 
cludes the Disquisition on the Art of the Ancients:! they should emulate mer- 
chants rather than noblemen, profiting ‘from art no less than today’s merchants 
profit from their treasures’. 

The greatness of Greek and Roman art should stimulate Dutch painters to 
develop their talents, but the transition between antiquity and the early mod- 
ern period is rather down-to-earth. The painters of Weyerman’s time may be 
proud of their Greek and Roman pedigree, but Pliny does not provide them 
with a patent of nobility. Merchants, rather than noblemen, should be their 
model. As a matter of fact Weyerman entertained strong prejudices against 
the noble class. Working hard to attain success and wealth is better than being 
too pretentious. ‘But now it is time to change our subject. It is high time to de- 
scend from the ancient Greek painters to our Dutch artists, who cannot claim 
seniority as old noblemen do, but who can profit from art no less than today’s 
merchants profit from their treasures. Sure luxury and cash are more stimulat- 
ing than a dubious lineage and certain poverty’. Poverty was a common phe- 
nomenon among Dutch painters if Weyerman is to be believed. In most cases 
it resulted from a lifestyle and a work ethic conflicting with the ideal of the 
perfect painter-merchant. 

In the Introduction of his three volume collection of artists’ biographies 
Weyerman announced his plan to write an extra volume with biographies 
of apocryphal painters: house painters, art dealers and middlemen. Since all 
publications on the visual arts from the early modern period praise art and 
artists, stress their importance and make proposals for their improvement, 
Weyerman’s planned book would have been very excepional. From 1738 until 
his death in 1747, Weyerman was incarcerated in the Gevangenpoort in The 
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Hague.” Here he continued writing artists’ biographies, but the last volume 
of the Levens-Beschryvingen was published posthumously with much delay. 
It was not the promised collection of apocrypha. 

The three volumes that did come out were no less exceptional than the 
one on apocryphal painters would have been, because of the attention paid to 
unsuccessful painters, bunglers, losers who lived on the edge of society. I de- 
cided to add their stories to the ones on fraudulous art dealers, forgers and the 
like, because they all lived in the same art world, together with the successfull 
and welbehaved painters. Weyerman himself encouraged me to do so: in his 
Uytbreyding he promised to publish the biography of Willem de Fouchier in 
his book on apocryphal artists.? It is now the concluding chapter of the third 
volume of the Levens-Beschryvingen. It is a prime example of Weyerman’s skills 
as a writer of genre scenes, one of the many adorning his book. The present 
chapter is an annotated anthology of fragments from the unpublished book 
titled Apocryphal Painters. 

Allaert van Everdingen was ‘a diligent painter, a devoted member of the 
church, and a wise man; among the majority of painters these are three white 
unicorns.* Mostly they are as assiduously painting as a Spaniard is agile in his 
gait, they go to church when they cannot walk anymore, and as a rule their 
common sense is evident from their modest and exemplary lifestyle’. Van 
Everdingen was not the only exemplary exception: Paulus Potter was a man 
‘who knew how to combine the art of painting with courteousness, a rare qual- 
ity among artists’.> Time did not slip through Ludolf Bakhuizen’s fingers, other 
than was the case with a ‘pack of profligate painters who play Easy come, easy 
go, who usually loiter about for a week to spend the earnings of three working 
days, and who misbehave on a daily basis in a zodiac of taverns and coffee- 
houses’® Philip Tidemann was ‘a pious, righteous and honest man, three quali- 
ties as rare among the majority of painters as quadruple gold pistols (coins) are 
among poets, since Venus is their usual patroness, and Bacchus their patron 
saint.” Nicolaes Maes was ‘quiet, courteous, modest, contented, and some- 
times cheerful in moderation.® This meant that ‘in the eyes of the painters 
from Antwerp his lifestyle was not painterly’. 
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In 1707 the word schilderachtig (painterly) was used by Gerard de Lairesse 
to indicate a style he repudiated, but in Karel van Mander’s Grondt der Edel 
vry Schilder-const of 1604 it relates to the character and behaviour of painters.? 
Both authors proposed a positive and idealistic definition of the word but the 
traditional usage remained dominant. In Weyerman’s days schilderachtig still 
indicated the way of life of the majority of painters, to which a few such as Van 
Everdingen, Potter, Bakhuizen, Tideman and Maes did not belong. Hoe schilder, 
hoe wilder (the more you are a painter, the wilder you will be) was a popular 
proverb; painterly painters opted for a bohemian lifestyle which placed them 
outside the bourgeois society. We may ask how many painters chose to be 
bohemians, and how many had no other choice. Did they form a majority? 
This is the impression one gets from Weyerman’s Levens-Beschryvingen, but 
it may be one of the author’s many exaggerations. He missed no chance to 
warn against two dangers: sinking below the level of a decent bourgeoisie and 
the pretention of rising to a higher plane by joining the ranks of nobility. For 
Weyerman, nobility and false pretentions were one and the same. The Dutch 
artists had to be entrepreneurs, trying to win fame and wealth through their 
skills as painters and merchants. 


1 Pretentions of Nobility 


Noblemen were supposed to live on the return of their investments, mostly in 
land and other immovable goods that had been their family’s property since 
generations. They could hold well paid public functions and for some of them 
local, provincial or national politics led to influential positions. Younger sons 
could make a career in the military. In the Southern Netherlands a choice for 
the church might result in a well respected place in the ecclesiastical hierarchy. 
But not all noble families could live in luxury. In the biography of Willem de 
Foucher Weyerman sketches the daily life in a castle in the province of Brabant, 
where the lack of ready money did not invalidate the high pretentions.!° All 
the same, most jobs and other forms of regular income were taboo. Being a 
professional painter was impossible, but some noblemen practiced painting 
as a pastime. 

A certain Van Eck, a nobleman from Brussels, was a rare exception." He 
stated that ‘it is rather more honourable to paint as a diligent artist, than to beg 
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as a lazy nobleman, such as are accosting us every day’. He concluded his apol- 
ogy with the observation that many noblemen ‘would be glad to barter one of 
the illustrious quarters of their escutcheon against half a dozen solid meals’. 
When Wenzel Hollar was criticized for being a painter and a nobleman at the 
same time, he attacked his noble patron for being idle and lazy, whereas his 
ancestors had been military heroes. Against two or three positive examples, 
Weyerman mentions some ten artists who copied the lifestyle of the leisure 
class, most of them claiming a noble lineage. Keeping their professional activi- 
ties out of sight and dissimulating their financial problems would unavoidably 
increase their difficulties. 

Jacob Toorenvliet did not claim a noble title, but he was a dandy. On his 
arrival in Rome, he amazed the members of the Bent, the club of Netherlandish 
painters there, with his expensive clothes. He was ‘nicely rigged out, dressed 
in a velvet coat with silver buttons. His left side was decorated with a sword of 
the same material and his hat with a plume. He did not recognize himself, no 
more than a newly created cardinal who, furbished up in his princely garment, 
for the first time beholds himself in a life-size mirror’. Zeger Jacob van Helmont 
would be a better painter ‘if he would saunter less, playing the squire, apply- 
ing himself instead to drawing and painting." He is so proud of his coat with 
chased silver buttons, his blond wig, his hat with a band of point d’Espagne 
lace, his gilded sword, in brief on the trappings of a half-witted seignior, that 
he feels free to rob everybody of his crown with his chatter, giving them a piece 
of his mind’. 

Johannes Vorstermans was ‘bewitched from top to toe by the haughty devil 
of nobility.... He dressed as a baron, frequented the best inns every day, and was 
too proud to be considered a painter. But when distress knocked at his door 
since his money was wasted away, he avoided the company, pretending that he 
suffered from some ailment. This was true indeed, because his purse was ailing. 
In these days he made some paintings that were secretly sent to Amsterdam 
where he had them sold. The proceeds would be ennobled instantly’.5 

Every morning at eleven o’clock Gaspar Peeter Verbruggen went loitering 
in his best clothes on the Meir in Antwerp, joining the gallivanters of the first 
class.!6 At noon he took his coffee and chocolate in Mr. Anthoine’s coffeehouse, 
discussing and solving all political problems of the world. ‘After this meal he 
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went home, pretending that he used to drink tea immediately after lunch. Then 
he began handling his brushes so rapidly that one could not make out what he 
was doing. But as soon as the bells of Our Lady’s Church sounded six o'clock 
in summer or three o'clock in winter, he put his palette and brushes down, 
repeating the routine of the morning. Otherwise he might go to Burgerhout, 
Dam, the Markgravenley and such meeting places on Antwerp’s outskirts. In 
the early evening he then would hurry to the Keyzerskroon (imperial crown), a 
wine-house not far from the stock-exchange. Here the leading artists of these 
days flocked together in the winter season to consume a barrel of oysters, some 
freshly salted fish and some stockfish, in summertime eating a lobster, a floun- 
der and a cold dish of eel, immersing the fish freely in wine.... At about ten 
or eleven o'clock he settled his score and walked home somewhat tipsy, not 
to go to bed but to start painting. There would be two or three paint loaded 
palettes, some clean brushes and two or three dead painted paintings waiting 
for him. One of his pupils had prepared this to his orders. Then he took off his 
overcoat and dress coat, removed his Spanish wig, got into his soiled dress- 
ing gown, donning a matching nightcap and then he started painting flowers 
allegramento’, 

Jean Baptiste Morel inhabited a palatial house in Brussels that was furnished 
as a Spanish soldiers’ watch house.!” Together with Morel Weyerman climbed 
the tower to admire the view of the city’s surroundings. Then the guest asked 
his host, ‘the noble flower painter, where about his domains and noble free- 
holds were. To this he answered frankly: “Oh, Sir, they are so far from here, that 
one would have to use a very long telescope to perceive them”. This was true 
indeed, since we believe that the longest telescope of the famous Hartzoeker 
would have been insufficient to work this miracle’. 

Peter (‘Jan’) Ykens ‘drowned in the sea of marriage before he thoroughly 
knew its dangers, and he got children before he had a beard’!® The resulting 
poverty did not make him abandon his noble pretentions. ‘In the beer house, 
Ykens had the habit of ordering dishes he knew for certain to be not available. 
At about eight or nine in the evening he would call for the host or hostess ask- 
ing, for instance, with some ostentation: “What's on your menu?” When the 
answer was: “a cold dish of salted fish, a fried flounder, baked or stewed eel” 
et cetera, he would shake his head, asking again: “Don’t you happen to have a 
cold chicken, or maybe a leg or a wing of a Breda or Brussels capon, or some 
fricassee of larks, or that kind or refined dishes”? With mathematical certainty 
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the answer would be no, and then he would exclaim: “Well then, just give me a 


ns 


piece of ordinary bread with a two and half cents piece of cheese” ’. 


2 Social Skills 


A painter who wanted to be successful as an entrepreneur had to know how 
to bear himself when approaching his patrons. The customs and manners of 
the leisure class should not be imitated, but the behaviour of an antisocial 
bohemian was even more amiss. Weyerman gives a number of examples of 
bluntness and even rudeness, with which a painter willingly put an end to all 
his chances of success. Nicolaes van Verendael, for instance, did not know how 
to behave in the presence of an influential and wealthy Princess.!9 In winter- 
time he had no heating, but he sat working in a tiny greenhouse in his studio, 
warmed by his pipe and a foot stove. He did not leave this shelter when the 
Princess of Simmern came to visit him to inspect his flower still lives, nor did 
he rise from his chair, just greeting her with a curt nod of the head. 

There are worse examples. Having seen a painting by Charles Emanuel Biset, 
the Countess of Solms wanted to visit the painter in his studio? (figure 2) At 
her arrival, the artist’s son tried to wake up his father, who got angry: “Damn 
you, what are you prattling again, arousing me? Get out of here or I'll break 
your legs”. The innocent boy replied that downstairs there was a great lady who 
wanted to see him, but papa said once more: “The lady may disappear. I do not 
want to get up, and that’s the end of it”. The little messenger reported this to the 
Countess, who sent him upstairs once more to say that she came to buy some 
paintings and to order some more. But the impudent brute said that he did not 
want to come down because he had no finished paintings’ 

The impoverished still life painter Abraham van Steenwijck thought that 
accepting commissions would thwart his personal freedom.?! ‘An immensely 
rich Lord, called Nobelaar, the owner of a palatial house and the founder of 
one or two charity houses in the village of Etten near Breda, once happened 
to see a Vanity painting by Van Steenwijck.?? It pleased him so much that he 
had his servants search for the painter in all inns and pothouses, wanting to 


19 JCWIII:234—236. 

20 JCW 11:312-323. 

21 JCW III:21-22. 

22 Here Weyerman mentions Anthonie Steenwinckel (111:20-21) instead of Abraham van 
Steenwijck (111:21-22); this must be a mistake. 


Lyckle de Vries - 978-90-04-42187-5 
Downloaded from Brill.com11/09/2020 11:18:32AM 
via free access 


FAILED ARTISTS 43 


speak to him. At last they found him in a beggars’ inn at the Nonnenveld, the 
most despicable area of Breda. The servants forcibly dragged him along to the 
house of a colonel where Mr. Nobelaar and some other gentlemen had been 
invited for diner. The company was highly amazed by the sight of the tattered 
artist, who looked like a thief on his way to the gallows and who did not have 
the politeness of greeting the gentlemen. Mr. Nobelaar asked him if he was the 
maker of the painting he indicated, to which the artist answered peevishly: 
“Yes, I did”. The gentleman responded: “Could you make some paintings for my 
manor house? I will pay you abundantly, either per hour or per day, just tell 
me what you would prefer’. The brute grumbled between his teeth: “Rather 
by the hour, since I cannot wait for payment too long”, to which Nobelaar an- 
swered magnanimously: “I will give you a ducatoon for each hour of painting, 
moreover you may share the meals of my best servants”. The whole company 
was amazed about this generous offer, the low-minded hound excepted who 
brutally answered: “I do not want to be coerced like a dog, painting to please 
someone else for a ducatoon per hour”. The colonel got so furious that, acting 
on his first impulse, he ordered some footmen to bring him out of the dining 
room and right on the street, lighting his way with some dog’s lanterns, mostly 
called walking canes’. 

When Abraham Diepraam was visited by a colleague who wanted to help 
him, he shouted: ‘Damned squinting dog! I am a beast and I want to live and 
die as a beast. If I knew that you are conceited enough to think that you are less 
beastly than I am, I would fasten you to the wall with this knife’.> (figure 16) 

This kind of behaviour was not the only obstacle on the road to success. The 
portrait painter Ferdinand Elle was a modest man whereas a certain imper- 
tinence was indispensable for a career at the royal French court.”4 “Was this 
talented Ferdinand Elle unable to win the favours of the court because of his 
lack in courteousness, skills or judgement ...?” Not at all, inquisitive reader, but 
this decent man from Mechlin did not know what impertinence was’. 

The cattle painter Simon van der Does was modest to the extreme and 
Weyerman would certainly have called his problem a inferiority complex, if 
he had known the term? (figure 17) ‘As soon as Simon van der Does was ad- 
dressed by someone of distinction, he cowered like a hedgehog caught at steal- 
ing an apple. When a gentleman told him: “You are a meritorious landscapist, 
Mr. Van der Does, would you please paint one or more works in this style for 
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FIGURE 16 A. Diepraam, Tavern scene, 1655, canvas, 46 x 52 cm., Amsterdam, Rijksmuseum 


me?”, the painter would sink lower than a fallen speculator.2 Mostly his reac- 
tion was: “Alas, Sir! The style of my landscapes is as dismal as an image of Our 
Lady of Sorrows”. When occasionally a connoisseur told him: “Your sheep are 
drawn boldly and they are standing firmly on their feet, having a nice fleece. 
The brushwork of your billy and nanny goats is natural, et cetera’, then Simon’s 
response mostly was in the following strain: “Ah! My lord, they are cats, car- 
casses, badly drawn, ungainly coloured quadrupeds escaped from Noah's arch”. 
In brief, the more he was extolled, the more he fell down, similar to the constel- 
lations of Castor and Pollux; as the one rises, the other will descend inevitably’. 


26 _ In 1720 a financial crisis broke out after a period of wild speculation on the stock market. 
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FIGURE 17 S. van der Does, A shepherdess in an Italian Landscape, 1708, panel, 32,5 x 41,0 cm., 
Amsterdam, Rijksmuseum 


3 Marriage 


In seventeenth-century Holland one could not survive without the support of 
a social network. This web could be defined by the membership of a religious 
group, a confraternity, a guild or whatever, but family ties were quintessential. 
Therefore, the choice of a marriage partner was decisive for the career of an 
artist. For a number of Dutch and Brabant painters this moment came shortly 
after their return from Italy, where they studied Italian and ancient art and 
sometimes had begun to build a reputation and a clientele. When an artist 
did not choose to be employed as an assistant in someone else’s studio, he 
could establish his own business as an independent entrepreneur. Only when 
the newly founded shop seemed to guarantee a stable income, marriage plans 
could be made. Since the in-laws wanted to be sure that the aspirant bride- 
groom could sustain his future family, he stood no chance before he earned a 
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reasonable income. Love played a role, certainly, but as a rule parents, grand- 
parents, uncles and aunts, nieces and nephews would give advice that could not 
be ignored. Marrying up was not always possible, but marrying down should 
be avoided under all circumstances. Of course, Weyerman tries to amuse his 
readers with examples of wrong or even disastrous choices, failed artists being 
one of the centres of attention in his Levens-Beschryvingen. 

As we saw, Peter Ykens started a family far too early.2” Simon van der Does 
did not marry before he was thirty-six ‘with a damsel who had less good charac- 
teristics than bad ones (a painters’ choice, my friends; what can one say about 
it?). Among her wicked qualities her thriftless nature was especially promi- 
nent, since everything he happened to harvest with his brush, she ground to 
chaff on the mill of carelessness. Thus the household was mostly as penniless 
as the illustrious family of the scoundrel Jan van G***, a governor from Lingen 
who was damned by God and men’.?8 

Housewives squandering the family budget were a favourite subject with 
Jan Steen. The painter Johan van Dalen knew from experience what ravages 
such a partner could cause.” ‘As a device against the loneliness of long and 
cold winter nights he chose a vulgar fright who was hatched from the scum of 
mankind. With her he procreated a daughter who did not have his character 
but who was a slut like her mother’. When these women had ruined the painter, 
the daughter went peddling his flower still lives on the streets of Bois-le-Duc. 

When the Antwerp sculptor Jan Claudius de Cock was employed in the cas- 
tle of Breda, he suddenly went back to his hometown for an urgent reason.3° 
‘And what was this matter of the highest importance? Don't laugh, dear reader! 
This dwarfish man wanted to perform the marriage ceremony with the daugh- 
ter of a merchant who peddled needles, pins, knives and spectacles. He once 
had seen this Infanta sauntering along the barren shore of the yellow river 
Scheldt, amidst a train of nymphs of the same kind. Because he just had to ask 
to be damned with her consent, the pitiable marriage was immediately settled 
and sealed. The dwarf was chained to a damsel as long and thin as a palisade, 
and thus he came drifting down again to Breda’. 

Advice on the choice of a marriage partner mostly came from a painter’s ex- 
tended family, but in the Southern Netherlands a clergyman also could act as a 
mentor in relational affairs. Weyerman mentions no protestant ministers who 
gave their wanted or unsolicited advice. He discusses three cases in which the 


27 JCWIII:304—309. 
28  Jcw 11166-168. 
29 JCWIII:285-286. 
30 JCWV:47-54- 


Lyckle de Vries - 978-90-04-42187-5 
Downloaded from Brill.com1 1/09/2020 11:18:32AM 
via free access 


FAILED ARTISTS 47 


ecclesiastical suggestions had disastrous results. In Weyerman’s biographies 
the priests were motivated by self-interest and lust, but one should not forget 
that the author missed no opportunity to proclaim his loathing of the Pope 
and his followers. 

When Jan Pieter Ykens met Monsieur l'Ecolier, a canon from the Brussels’ 
cathedral, he was invited to his house where the clergyman lived with his 
sisters, ‘who firmly clasped any knight-errant who happened to come close 
enough between their thighs. The good man Ykens was delighted over this 
prompt acquaintanceship. But then the canon also brought him to the Brussels 
Beguinage to meet a pair of nymphs, the older being a Beguine, the younger 
a singer who later went to England, becoming the mistress of the last Duke 
of Portland. The painter shipwrecked on these two coasts or rather sunken 
rocks and, consequently, he landed on the galley of a certain art dealer, called 
Vervoort. Being the son of a coachman, Vervoort made all painters dance to the 
music of the long whip of poverty’?! 

Jan Thomas van Kessel neglected his work as a painter of battle scenes when 
he fell in love, writing amorous poetry and love letters.? ‘If the reader wants 
to know, how difficult it had been to choose the most beautiful wide and far, 
we will inform him by telling that she was an ugly, poor, pock-marked and 
flighty Venus. She cunningly compensated her bodily shortcomings with her 
Antwerp bird charming whistle. She felt such an insupportable itch in her little 
timbal, that she frequently fell on her back to find relief, notwithstanding the 
Catholic law and the Roman prophets. She hardly ever went to confess, since 
the innocent girl believed she committed no capital sins. But when she did 
so, she covered herself up in the tortoise shell of her hooded cape, visiting the 
canon Montelargo, an oracle of her religion, to find a form of private solace 
that rather should not be disclosed far and wide.... Our dwarfish artist courted 
and married this young experienced lady, and this odious marriage was the ori- 
gin of his misfortune, since his wife was a poor housekeeper and he procreated 
so many little dwarfs that there was hardly any room left in the house for the 
storage of his money’. 

A priest was the matchmaker in Constantyn Francken’s espousal.°* The bride 
was an unmarried woman of a certain age who was as ugly as she was rich. She 
consented in the marriage since he was a handsome man and he said yes be- 
cause of her wealth. But soon enough he squandered her money away. ‘Maybe 
it was because he neglected his affairs, or maybe it was since he exhausted his 
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means by maintaining paramours, his wife being too ugly and crazy to waste 
his marital duties on her, or maybe he consumed too much Burgundy and 
champagne, or whatever, but within a few years he deteriorated so much that 
one could not recognize him as the former Francken anymore. He melted away 
like a wax image that a sorceress puts every day in front of a small fire, to make 
someone languish away. Moreover, he developed mental problems, and in the 
sad situation of being destitute and half-witted we left him in Antwerp, not 
knowing now whether he is still alive or passed away already’. 


4 Painterly Studios 


In the biography of Michiel van Mierevelt Weyerman contrasts the successful 
portrait painter with his less fortunate colleagues:*4 ‘Saint Crispin says: wages 
sweeten the labour. But we add that often the wages embitter the labour. This 
proposition can easily be proven and validated with hundreds of young paint- 
ers. Much too soon they use Pictura’s trawl net to fish out all shallow waterways 
and muddy ditches.3° They may do so out of necessity, but mostly acting for 
profit, they show that they are and will always remain donkeys’. The long-term 
prospects of painting donkeys, working by rote, were not very reassuring; these 
men may be identical with the pack of profligate painters whose lifestyle was 
contrasted with Ludolf Bakhuizen’s diligence. Living the painterly life of a bo- 
hemian meant assembling with colleagues in inns and taverns, where more 
money was spent than was advisable. A Bohemian never is rich. 

The best-known examples of a bohemian lifestyle are Adriaen Brouwer, 
Frans Hals and Jan Steen; this is how their early biographies introduced them 
to posterity.®$ The daily life of an impoverished painter with a large family is 
illustrated in Steen’s Lean Kitchen. (figure 18) Adriaen van Ostade also depicted 
a poor painter’s studio in the style of his lowlife genre scenes.3” But Weyerman 
knew comparable cases from his own days, on which he had firsthand infor- 
mation. One of these is the landscape painter Adriaen Fransz. Boudewijns, 
whom Weyerman visited in his studio: ‘This artist received us with the fine 
demeanour of a messy grey-beard, rigged out in a dressing gown, the mate- 
rial of which was formerly used as a horsecloth in His Highness the Duke of 


34  JCWI:230-234. 

35 A trawlnet is called schrobnet in Dutch. Weyerman makes a pun on schrobben: to paint 
rapidly and carelessly as with a scrubbing brush. 
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FIGURE 18 J. Steen, The lean kitchen of a poor painter, canvas, 69,7 x 91,9 cm., Ottawa, 
National Gallery of Canada 


Bavaria’s stables ... In this charming equipment he took us up over no more 
than some sixty or seventy steps into his studio, that exactly looked like the 
magic room of the sorcerer from Weimar, Dr. Faustus. The place was so full of 
pots, glasses, mugs and distillery utensils that there was hardly room to swing a 
cat. There was such a terrible stench of paints, varnishes, oils, devil's dung, sul- 
phur, and such substances that a man whose olfactory organ could endure all 
this had to have a Herculean constitution. This happened in the dead of winter 
but in this room, that had the proportions of the tennis court of the Brussels 
palace, there was neither firing nor light. Boudewijns did not offer us a chair, 
since he had just one on which he seated himself’.38 

A painter whose name Weyerman does not mention was equally poor and 
worked in an equally ‘painterly’ studio.’ ‘Once (the author of these volumes 
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says) I promenaded over the Brussels market square together with the flower 
painter Morel. We seriously discussed the disastrous situation of the many 
painters who had no Maecenas or resources of their own and who therefore 
had to ripen on the straw of poverty like medlars in autumn. Then a fellow, who 
looked as impoverished as a runaway French soldier, greeted us in passing with 
a courteous air’. Weyerman gets an introduction and with a colleague he visits 
the poor painter at home. ‘After having examined and duly praised his draw- 
ings, he offered us a pipe and a glass of Faro beer. This gave me the opportunity 
to inspect the contents of his house. The walls of his room were as white as 
those of a German cavalry guardhouse. It was furnished with a decrepit leather 
army chair. A basket turned upside down served as a second seat and therefore 
the third person present had to remain standing upright as a stone sculpture 
until the others took turns to give him some rest. The mantelpiece was fitted 
out with some maimed glasses, filthy tobacco pipes, smoke-stained indulgence 
papers, some mutilated pipe clay sculptures, unguent pots, et cetera. All these 
objects gave the room a prison odour that could not be overcome by tobacco, 
eau d'Hongrie or other penetrant smells. There truly was household textile in 
abundance in this perfumed room, if at least one took the spider webs for a 
specific kind of linen’. 


5 Intemperance 


An artist who behaved well formed a rare exception; this is the impression one 
gets from reading Weyerman’s biographies of lesser known and unsuccessful 
painters. The abuse of alcohol plays an important role in these stories, but 
intemperance seems to have been a national problem. The work of Adriaen 
van der Kabel is spoken of kindly but the painter is not above censure.*° He 
‘drank and proposed toasts as a Dutchman, he cursed and swore as a German, 
he fought and boxed as someone from Ghent, and as a real painter he always 
needed an extra bite and drink. Gerard van Edema was a meritorious land- 
scape painter, but he ‘found the end of his life on the bottom of his bottle of 
Graves wine.“ Abraham van Steenwijck’s brush was better than his behaviour 
as we saw above.* This shortcoming is ‘as common among many good painters 
as swearing is among Englishmen, as whoring is among Italians, and fighting 
with swords and knives is among drunk Poles. This fellow drank and whored 
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away everything he could get hold of, having hardly any linen or wool on his 
body or a roof over his head at night’. 

Another serious case of addiction was Simon Hardimé who every evening 
‘goes to bed as full as a swine’, attending the early Mass on the next morning, 
‘where he would groan and sigh as a travailing woman.*3 When Balthasar van 
den Bossche was not yet completely drunk before noon, ‘his habit was to go to 
some beer house when the evening came on. There he would cram his stom- 
ach to bursting with unboiled Louvain beer and when the clock struck ten, 
he shambled to a brandy house in the company of some hedgehogs of like 
nature. In this Peerhuys (booze house), as it is called in the Antwerp dialect, he 
occupied himself with snuffing, puffing and smoking tobacco and consuming 
stinking gin until he was dragged home by the less inebriated members of this 
illustrious confraternity of human beasts’.*4 


6 Mental Problems 


Arnold Houbraken reported on a serious case of lunacy in the biography of 
Ernst Stuven, a story Weyerman retold with relish.45 There is no reason to as- 
sume that insanity occurred more frequently among artists than in other trades 
and crafts. Weyerman states that Cornelis de Visscher ‘was a good painter 
and was half-witted, two distinguishing features one presently finds in many 
artists’,*6 but this generalisation probably refers to painters who chose a differ- 
ent lifestyle than was generally considered normal in the middle class bour- 
geoisie; in Weyerman’s opinion they were foolish rather than insane. At the 
end of a life of intemperance and profligacy Constantijn Francken developed 
mental problems; his insanity seems to have resulted from an extreme form of 
foolishness.*” 

Some artists, such as Jan Luyken and Anna Maria van Schurman joined 
a sect and Isac Vromans founded one himself in which he and his followers 
adopted an extremely primitive lifestyle.*® Weyerman’s report on this short- 
lived adventure is simply hilarious. Horatius Paulijn wanted to make a crusade 
to the Holy Country but this project failed completely.*9 Did they delude them- 
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selves, were they complete fools or had they gone mad? Weyerman ridicules 
these forms of religiosity but he does not say that artists were more susceptible 
for fanaticism than others. 


7 Art Dealers and Their Victims 


Young artists, who were unable or unwilling to start their own business and who 
did not find a job as a studio assistant with an older colleague, could often find 
employment with an art dealer. This was not a bad solution per se. The period 
the young Rembrandt and some of his colleagues spent in Van Uylenburgh’s 
enterprise formed an important stage in their artistic and commercial career. 
But not all art dealers were Van Uylenburghs. Weyerman provides us with 
information on businesses at the lower end of the scale. 

Some painters were under contract to cede every work they produced to a 
merchant who would find a market for it and Weyerman suspected them of 
dividing the revenues dishonestly. This was certainly the case with the flower 
painter Jan Baptist Bosschaert.5° ‘The damned Antwerp hangmen hold their 
foot on his neck so inexorably that he cannot breathe anymore. The more as- 
siduously he paints, the poorer he gets; when this canaille of art dealers begins 
to scent that he produced a greater number than usual, they treat him as a 
child, making him sit up like a Danish dog, and then these bloodsuckers pre- 
tend that his flower pieces are no longer in demand, which forces him to cede 
his works of art with tearstained cheeks at two thirds of the original price’. 

Others hired painters by the day or paid them a fixed price per completed 
panel or canvas. In these enterprises the individual painter did not have his 
own studio. A number of employees produced what the chef ordered them 
to make. In most cases they turned out copies after popular compositions for 
an audience that was not very demanding as long as they could get something 
nice at a low price; their output was nameless when it came on the market. 
Weyerman does not speak of a division of labour, but it is not impossible that 
in some enterprises the painters worked at a kind of assembly line. 

As we saw before, Abraham van Steenwijck refused to be contracted for a 
single commission since he believed this would diminish his artistic freedom. 
Most painters working on contract must have felt that they had completely 
lost their freedom. They used to say that they were enslaved, being forced 
to work on the galley where they had to work hard for a meagre payment! 
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Their collective output has to be characterised as mass production. A moment 
of reflection on the progress of the creative process was not tolerated by the 
employer who permanently suspected his workers of laziness.52 

As soon as a certain Scheffers could stand on his own feet, he sailed to 
England, ‘and in its capital he initially worked for a painter and later for an art 
dealer, thus going from Caiaphas to Pontius Pilate. Under their authority he 
had to energetically handle Pictura’s oars on these hunger galleys from Salé. 
Painters dealing in art and professional art dealers become furious when a 
young painter sits at his easel quietly meditating for a moment and they get 
crazy when he gets up to go to the boarding house’s dinner table, because these 
brutes even begrudge the King’s warhorse filling its stomach with oats’.53 

The situation elsewhere was equally deplorable ‘since the art dealers in 
Antwerp and Brussels have non-obligatory penal institutions full of young 
painters who by day and by night do nothing but make copies’.5* Later in his 
career, Jan Soukens ‘fell into scrubbing, as Antwerp painters call it, which 
means making a dozen and more small paintings on a summery day.55 In the 
end one could no longer recognize Soukens as the man he had been’. 

Cheap mass production was not the prerogative of art dealers exclusively. 
When Theodoor van Pee came ‘drifting down to Amsterdam, he established 
a business in paintings, employing his son Jan van Pee for making paintings 
by the dozen: a dozen Apostles in half a day, which is a damnable form of 
thriftiness, extinguishing the fire of art in many beginning young painters and 
promising adolescents’.°® Peter Casteels senior led a family business in which 
he employed his sons,” ‘a well-known brood of very inferior painters of battle 
scenes, called the Casteelians, who mostly painted the fighting between the 
imperial army and the Ottomans. Sitting in the garret they loudly asked their 
father, who distinguished himself by working in the attic: “Father, father! Who 
should this time win the battle, the blessed Christians or the Turkish dogs?” 
When their father called them for dinner, one would answer: “I’m coming in- 
stantly. I just have to finish painting two hundred pikes”. The second would 
shout: “I'm ready, father, I just have to end scribbling down David and the 
giant’, et cetera’.58 
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Some painters just had bad luck, others ended up in dire straits, due to their 
irresponsible behaviour, but in whatever way an artist had been trapped in 
an art dealer’s business, Weyerman saw him as a victim and his employer as a 
fraud. Some of the culprits are named and shamed as happens in the biogra- 
phy of Michiel van Mierevelt to a certain Maas ‘whose character the reader will 
find in our Book on the Art of Painting, in the section on Apocryphal art lovers’.59 
Pieter Rijsbraeck painted a lot ‘for a certain Mr. Vervoort, the son of a coach- 
man who metamorphosed into an art dealer, clad in gold cloth, who did a good 
stroke of business with Rijsbraeck’s cleverly treated paintings, whereas the sad 
artist and his family had to feed on a dish of leek soup with half baked Antwerp 
bread and inferior beer’.®° Jan Pieter Ykens was a victim of the same Vervoort 
who ‘made all painters dance to the music of the long whip of poverty’! After 
an initially successful career, Simon Verelst lived in poverty in London.® ‘Some 
eighteen years ago we visited him frequently, when he was lodged by, or rather 
chained to the galley by a London art dealer called Lovejoy, who lived on the 
Strand, one of London's suburbs’. Egbert van Heemskerck also worked for an 
art dealer on the Strand, either Lovejoy or someone else: ‘for this precious fel- 
low he painted several nice pieces, mostly showing drinking and fighting peas- 
ants, playing at cards. These paintings sold as quick as lightning, but whereas 
the hangman had his jerkin let out, the buttons of Van Heemskerck’s turned 
coat hung loosely down, since the art dealer pocketed all gains’? Comparable 
stories about Jan Pieter Ykens, Caspar Netscher and Daniél Boone corrobo- 
rate what was said above about the relations between artists and their dealers 
or agents.64 

Most art dealers were trained to be painters and the combination of both 
professions was very common. But men from a completely different back- 
ground could choose to be dealers, attracted by the opportunity, or the hope 
at least, to make great profits easily. Vervoort, the son of a coachman, is just 
one example. The supposed or real combination in art dealers of greed and a 
deficient vocational training infuriated Weyerman, which is most evident from 
the way in which he speaks about their choice of occupation. When a painter 
decides to allow his son to become a painter too, his conscience obliges him 
to consider the child’s innermost propensities ‘on leaden shoes’: slowly and 
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carefully.® ‘When dad notices that his child loves to see how in November the 
oxen go wild and the pigs are being killed, then he should apprentice this son 
as soon as possible to a painter of battle scenes. When the father observes the 
boy going on a spree for butterflies and owlet moths, and when his eyes are 
often fixed on multicoloured rainbows, he has a native bent for painting flow- 
ers and time will bring this secret to light. A young chap who runs from school 
as if the devil pursued him, and who three times a week goes gasconading in 
the Hague Forest was born to be landscape painter’. Other symptoms betray 
the portrait painter, the still life painter and the marine painter of the next 
generation. ‘But when the father notices that the boy is far too stupid to under- 
stand the forms of art mentioned above, then he should apprentice the brat 
to a master of the broad brush, where he can apply himself to colouring doors 
and window frames, which is the nearest way to constituting oneself eventu- 
ally as an art dealer and an expert of old paintings. Many more unpleasant 
remarks follow about this malodorous profession and its practitioners, but the 
best thing Weyerman has to say about them is that some of them are ‘phoe- 
nixes of uithangborden (doorway signs)’. 


8 Copying 


The curriculum of an apprentice painter consisted largely of making copies 
after the appropriate examples. His master would ask him to reproduce draw- 
ings, prints and paintings in an increasing degree of complexity, which series 
culminated in the instructor’s own recent works. In the process, the pupil not 
just mastered the required skills, but also trained himself to work in the style of 
his tutor. Ideally, imitating the master would result in equalling him and, when 
master and pupil were on a par, the younger artist would try to emulate his 
example and surpass it. This did not necessarily mean that the younger painter 
would repudiate the style of the older one. Consequently, great quantities of 
paintings were produced that were copies after or free imitations of work by 
someone else, not easily distinguished from the imitated example. 

Successful masters employed a number of assistants who partly or fully ex- 
ecuted their designs. This happened under the full responsibility of the shop 
owner and the collectively produced works were sold under his name, some- 
times even bearing his signature. These studio paintings often were hard to 
distinguish from the ones that had been touched by the master’s hand only. 
Presently, art historians and connoisseurs try hard to distinguish between the 
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master’s own hand and the share of his employees. This kind of research may 
result in new insights in the studio practice of the seventeenth century, but 
one should not forget that initially the spectator was not supposed to notice 
the difference. The finished painting left the shop as an organic whole, created 
under close scrutiny of the master himself. 

Frequently, a collector or an art dealer would ask a painter to make one or 
more copies for different purposes. Most Brabant collectors ordered a copy be- 
fore selling a work from their collection.€® Many copies were offered as reason- 
ably priced alternatives for original paintings, not every collector being equally 
demanding. The cheap panels and canvases, that were mass-produced by the 
poor painters hired by an art dealer to work on his galley, mostly were free 
copies after popular compositions, such as images of saints. But sometimes, by 
mistake or on purpose, a copy or a free imitation was sold as an original work 
of the imitated master. Weyerman knew how this could happen: not every col- 
lector was a connoisseur and many were stickziende (purblind), although they 
believed that their knowledge was infallible. The chance to acquire a work by 
a famous master for a moderate price made some potential buyers less crit- 
ical than they should be: naamkopers (buyers of names) they were called. 
Weyerman was convinced that almost every art dealer was a fraud who would 
cheat on artists as well as collectors whenever he could. 

The greater an artist’s fame, the larger the quantity of copies and imitations 
sailing under his flag. ‘It is true that thousands of paintings are sold by the 
name of Rubens, in which he had as great a share as an honest man has in the 
boys or girls which his neighbours and close friends bestow upon him so lib- 
erally. Rubens had many meritorious pupils who copied his works of art, and 
who knew very well how to imitate his style; by retouching their paintings here 
and there Rubens gave these works a passport with which they could pass and 
pass again for the true progeny of his art. There were thousands of paintings 
made after his prints as the painters of Antwerp’s Vrijdagsmarkt are still doing 
today; this tribe has the knack of multiplying paintings as a litter of piglets. 
These spurious scenes were then foisted upon Polish and German gentlemen 
as being genuine works by Petrus Paulus Rubens.®” In the biography of Govaert 
Flinck a comparable story is told about Rembrandt's studio.®° 

The risk of being deceived is greater with works ascribed to foreign mas- 
ters. Paintings by sixteenth-century Italians were highly valued in Holland and 
Brabant, but the number of connoisseurs, able to give a well-founded appraisal 


66 = JCW II:211-213. 
67 JCWI:253-296. 
68 JCW I1128-136. 


Lyckle de Vries - 978-90-04-42187-5 
Downloaded from Brill.com1 1/09/2020 11:18:32AM 
via free access 


FAILED ARTISTS 57 


FIGURE 19 P. Gijssels, A village scene, copper, 27,5 x 34,0 cm., Amsterdam, Rijksmuseum 


of these precious imports, was very limited. Gerard van Uylenburgh had the 
reputation of being one the greatest specialists in the field. In the biography 
of Johannes Glauber Weyerman tells a different story.®° ‘In these days Gerard 
van Uylenburgh was the greatest art dealer of the Netherlands, especially for 
Italian paintings. He had these copied by young painters, distributing the cop- 
ies as original works of art among half-baked fledgling art lovers’. 

Peeter Gijssels imitated Jan Brueghel very closely.”° ‘More than once an art 
lover, who could not see but through the eyes of someone else, was hurt in his 
purse, because he was fobbed off with a work by Peeter Gijssels instead of a 
painting by Jan Brueghel’. (figure 19) Johan van der Lisse was one of Cornelis 
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FIGURE 20 J. van Haensbergen, Bathing women, copper, 17,5 x 22,5 cm., The Hague, 
Mauritshuis Museum 


van Poelenburch’s best pupils and closest imitators.”1 Of course art dealers 
deceived credulous collectors with this similarity. The same happened with 
paintings by another pupil, Jan van Haensbergen.” (figure 20) The paintings 
by Jacob Ernst Thomann von Hagelstein were regularly taken for works by his 
teacher Adam Elsheimer.”? Art lovers frequently bought a painting by Julius 
Porcellis, believing it was by his father and teacher Jan, both artists using the 
same signature.” There are more stories like these in the Levens-Beschryvingen. 

Incorrect attribution may or may not result from unintended mistakes, but 
in most cases Weyerman smells fraud. Jan 111 Pieters painted with some two or 
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three colours over prints after Rubens.”> Connoisseurs welcomed these adul- 
terated prints as genuine sketches and models by the Phoenix of history paint- 
ing. Not all buyers were deceived so easily, as goes forth from the biography 
of Gerard Hoet.” ‘It is deplorable that the forger of art residing in the Three 
Japanese in The Hague (we mean Bart the dealer in art, porcelain and flowers) 
had these works of art (sc. by Hoet) copied by Thomas van der Wilt, a painter 
from Delft, selling the copies to or rather foisting them on purblind art lovers, 
who then would be repudiated by real connoisseurs, exclaiming: “Can Gerard 
Hoet paint no better than this? If so, it is really not amazing that he is unable 
to find a better fortune”. 

Jan van Heemst was an excellent imitator of paintings by Adriaen and 
Pieter van der Werff.77 ‘A considerable number of redoubtable Dutch art deal- 
ers is well aware of this fact and these Anabaptists deceived the shimmering 
glances of half-baked art lovers with these cleverly copied paintings by Jan 
van Heemst, selling them chalk for cheese. “Isn’t such a proceeding a piece of 
roguery?” an honest man may remonstrate to open a discussion. Our answer 
is: “yes, but reason and conscience are so sacred, that the worst atrocities are 


m 


permanently stimulated under a cloak of this colour”. This evil is not limited 
to the art world. ‘Some crimes generally are considered as being harmless, but 
frequently they even garner honour, wealth, and a great renown when they are 
committed with splendour and when a growing number of offenders aggra- 
vates their iniquity. Thus public theft and plunder are renamed noble deeds 
and the unjust appropriation of whole territories is called a rightful conquest’. 
The moralist Weyerman held a rather cynical opinion on the world he lived in, 


but most moralists do not walk on the sunny side of the street. 


9 Antwerp’s Vrijdagsmarkt 


Leading art collectors were connected with a network of art dealers who pro- 
vided them with high quality works from different production centres, al- 
though most collections contained a high percentage of paintings from the 
collector’s hometown.’® Connoisseurs loved to have personal contacts with 
artists, not meeting them on an equal footing, but having friendly conversa- 
tions about art in the studio. These visits might result in the acquisition of one 
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FIGURE 21 P. Codde, Visitors in a painter’s studio, panel, 38,3 x 49,3 cm., Stuttgart, Staatsgalerie 


or more paintings from stock, or the commission of a painting made to the pa- 
tron’s wishes. (figure 21) In the lower echelons of the trade the contact between 
maker, buyer and seller mostly was rather indirect, business more or less being 
run as any other commerce in luxury goods. The market held in Antwerp every 
Friday offered all kinds of commodities, art being one of many. For painters 
and art dealers this was the last station on the steep road down before peddling 
their creations on the streets. Weyerman speaks with indignation about the 
dealers who used this outlet, feeling compassion for the painters who had to 
depend on it. 

One could expect to find mass produced paintings on the Vrijdagsmarkt, 
mostly copies after popular compositions.”® A prime example is Jordaens’ ‘well- 
known, nice composition “As the old birds sing, the young ones will chirp’, 
that was copied to a disgusting extent by the painters of the Antwerp Friday 
market’. Some painters worked for this outlet only, and Weyerman called them 
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kanailleus (despicable), using them collectively as a bench mark to indicate 
that Adriaen Cornelisz. van Linschoten had sunk even deeper.®° The sons of 
Peter 1 Casteels, whom we mentioned above as painters of battle scenes, are 
called pillars supporting the Vrijdagsmarkt.8 According to Weyerman, paint- 
ers like them had caused the downfall of Antwerp as a production centre of 
high quality art. 

In the biography of Remee van Leemput Weyerman states that since a num- 
ber of years ‘Matron Antwerp’ has been sterile, whereas formerly she was very 
fertile in breeding artists.8 According to Weyerman, she has to reproach the 
baneful Vrijdagsmarkt for her misfortune. A footnote explains: ‘I say Antwerp’s 
Friday market because a young painter, as soon as he can mess somewhat with 
paints, will send one, two or more paintings to that market every week, hot and 
hot, wet as mud, exchanging his gains for madman’s drinks such as Louvain or 
Hoegaarden beer, and Caves from Lier’. 

Painters who did not renounce the high standards of their art, such as Jan 
Baptist de Crépu, were driven to the notorious market when all other possibili- 
ties were exhausted.#5 ‘Once he sent a painting to the Vrijdagsmarkt, hoping to 
make a greater profit there’ to wit, greater than ‘the Antwerp art dealing hang- 
men’ were willing to allow him. ‘But it had been hanging under an auctioneer’s 
awning for no longer than half an hour, when his pupil Simon Hardimé, who 
was instructed to listen to what people would say about this work, came back to 
warn him. An art dealer was despising it as something of no value at all. Crépu, 
who ignited as easily as a box of fresh tinder, ran to his back garden, broke a 
strong branch from his vineyard and hid it under his cloak. Thus he marched to 
the Vrijdagsmarkt, where he heard that dealer still discoursing upon the same 
text of contempt for his art. The painter briskly clutched the dealer’s scruff, 
threw his cloak to the ground, and treated the slanderous hangman so heartily 
that he left him laying full-length on the ground, more dead than alive’. 

The flower painter Gaspar Peeter Verbruggen ‘made numerous paintings for 
Antwerp art dealers who went the round of all markets and kermises.** At the 
Frankfurt and Leipzig fairs they made a nice profit since the Germans were 
flabbergasted by those fiery and flashing pure colours. But when the rush of 
these people had subsided, one mostly would see half a dozen of Sinjoor Pedro's 
(sc. Verbruggen) flower pieces hanging under the awnings of the auctioneers 
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of the Antwerp vrijdagsmarkt. Not long before the sale would begin, usually 
around eleven o'clock, he sent some gentlemen there, whom he had instructed 
and decked out in red cloaks. They would overbid each other, until at last a 
foreign art lover outbid the last one and then at once the hammer came down, 
since the auctioneer was in the know about the secret of this Friday’s fair’. 

Painters could visit the Vrijdagsmarkt as sellers but also as buyers. ‘Antwerp 
painters are in the habit of taking a breath of fresh air on the Vrijdagsmarkt, to 
see which paintings are hanging under the auctioneers’ awnings, and to rum- 
mage up something they can lay hands on at a moderate price, such as a pair 
of red breeches or a second-hand coat of the same colour. The squinting Pieter 
Spierinkx, the great landscape painter, whose life we outlined in the second 
volume of the Netherlandish Painters, never brought up the rear in this patrol; 
usually he was the first to cruise the Vrijdagsmarkt’. Thus Spierinkx discovered 
the work of Abraham Diepraam, but when he found out where this lowlife 
painter lived and proposed a form of cooperation, he was seriously threatened 
with a knife as we reported before.85 


10 Street Vendors and Itinerant Painters 


When his career had reached a dangerous low, Arnoldus Verbuys made a 
drunken shrew peddle some of his mediocre works on the streets of Breda.86 
Gaspar Peter Verbruggen did the same.’ ‘He found a drunken shrew who 
scoured all the Hague, hiding his hastily concocted works under her ragged 
cape and offering these for a low price in every coffeehouse, wine house and 
beer tavern. He paid her more for the paintings than he could afford and when 
business went well he even made her drunk’. Johan van Dalen made his son sell 
his flower still lives in the streets of Bois-le-Duc.®8 

Usually twice a year the painter Jan Soukens from Zaltbommel ‘came drifting 
down to Bois-le-Duc with a large chest full of painted panels, since he hardly 
ever worked on canvas.®9 He then moved in with the dauber Jantje Malebrant, 
who was even shorter than Klaas Molembaay, and at least as full of pranks. As 
soon as the worthless paintings were unpacked, the two men sat down to drink 
old local beer, Liége style, softened with young Dutch gin. The more they got 
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drunk, the more they increased the price of the paintings and then they went 
to their lair, satiated and bewildered’. The next morning the retailer ‘left with 
a big travelling bag full of paintings, whereas the painter, hoping to receive a 
good harvest, stayed at home, smoking and drinking. Then Malebrant would 
scour all streets and alleys, selling these paintings for a low price, since these 
images of saints did not deserve more incense. But however, in spite of this 
fact and all the same, as the knighted poet Cats would sing, Malebrant put 
one third of the revenues in his pocket before he went back to the inebriated 
Soukens. “Well, how did your polar expedition succeed’, the drunken artist 
asked as soon as he could descern Malebrant with his unfocused glances. “Did 
the whaling go well or do we get half a flounder each?”, to which the thor- 
oughpaced fraud would answer with feigned sadness: “There appears to be no 
wheat left in Egypt, and no money or demand among the art lovers. The price 
of the images of saints was a third less than last year, but still they induced no 
devotion”. Smashing his clay pipe, the painter reacted: ‘Damn! Jan my brother, 
and it is such glorious art’! 

A certain Spies took the burden of distributing his work on his own 
shoulders.°° ‘This itinerant artist limited his territorial claims to the surround- 
ings of Bois-le-Duc, tramping every week or fortnight from one village to the 
next, always together with his travelling bag as someone from the North of 
Holland, always alone as a tinker, and always on foot as a village crier. Having 
cast his anchor somewhere in this sandy sea of heather, he made the round 
from house to house like a dealer buying hair from cows and pigs, asking if 
anyone, man, woman or child, wanted to be portrayed; if anyone liked to buy 
one or more nice history paintings’. 

Some painters went about, not just selling their finished works but offering 
their services to anybody who wanted to have something made for a specific 
place, purpose or occasion. As we saw, Spies was willing to do both and so were 
Willem de Fouchier and his younger brother who ‘traversed the countryside 
East of Bois-le-Duc as some time ago the French enemy did, collecting tribute”! 
Mostly they divided the village streets, both artists going from door to door, 
asking: “Don't you want some wall hangings? No painted tapestry as a chimney 
piece? No over door or over window paintings made to measure”? Et cetera’. 

The portrait painter Philippus Vilaen had to leave his hometown Rotterdam 
in search of patrons in Brabant and Zeeland cities.9 ‘But the greatest problem 
is that making portraits is no history painting. One has to catch thieves before 
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they can be hanged and similarly one has to find sitters before one can portray 
them. Therefore he went walking unwillingly, but this kind of hiking improved 
his health rather than his household budget. The fact is that irremediable mat- 
ters cannot be undone’ This truism applies to Abraham Diepraam more than 
anybody else. When his self-inflicted problems became insurmountable and 
‘the times were changing and got worse, he almost half naked made the round 
of his acquaintances, knocking at their doors and angling for a job, being so 
destitute as the Spanish garrison in the Famine Castle of Antwerp’.9% 

Weyerman knew that the Golden Age of Dutch painting was over. In this 
respect he agreed with his direct predecessor Houbraken. But when they spoke 
of ‘decline’, they did not mean the downfall of painters who led a life that could 
not but result in failure. They referred to the decline in demand for new works 
by young and promising artists, the atrophy of specialities that had flourished 
some decades earlier, the sale of important private collections of which most 
panels and canvases disappeared to Germany and France, the changing fash- 
ion in interior decoration that limited the wall space available for moveable 
paintings. The Levens-Beschryvingen is one of the books that tried to remedy 
the situation by chastising what was wrong and praising what was exemplary. 
The first 27 pages of volume V read as an eulogy on Carel de Moor whose biog- 
raphy demonstrates that even in the lasts decades of the seventeenth and the 
first quarter of the eighteenth century a talented painter could be successful, 
win international fame, practise a number of specialities and produce work of 
the highest quality. In Weyerman’s opinion De Mooris the exact antipode of all 
apocryphal painters mentioned above. 
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Portraiture 


When Weyerman specifies the field of activity of a painter, he mostly men- 
tions two or more specialties practiced by the same artist. Not every portrait 
painter had enough patrons to earn a decent living. Those who considered 
themselves primarily history or genre painters frequently had additional earn- 
ings from portraiture, to make ends meet. What sometimes was an economic 
necessity, could also be seen as a sign of versatility. Being an all-rounder, an 
algemeen meester, was the ideal of the most ambitious. But not every painter 
was talented, ambitious and diligent. Not every artist knew how to find his 
way around in society. One of the dangers Weyerman signals is the choice of a 
specialty for which one is not talented, or in which someone else monopolised 
the market.! 

Weyerman was trained as a flower painter and he practiced this specialty 
until his activities as a literary author began to consume all his time. Flower 
painters and other specialists mostly distributed their work through middle- 
men. Direct contact between the maker and the first owner of a painting was 
not the rule. In the highest circles it may have been customary to visit painters’ 
studios, but only the best and most successful artists were honoured with such 
business calls. The situation with portrait painters was somewhat different. 
Patrons visited their studios as sitters for a portrait about which a contract had 
been made on beforehand, mostly orally. The painter might also visit the sitter 
at home, making sketches as the starting point for his work in the studio with- 
out the sitter’s presence. 

Portrait painters were obliged to confront their patrons directly during one 
or more sittings, each of which lasted at least an hour. During his work the 
painter was supposed to engage in a nice conversation with his sitter, mean- 
while trying to fathom his or her personality. The sitter having a higher social 
standing, the artist should approach him or her tactfully, speaking and behav- 
ing correctly and somewhat submissively. Only the greatest, such as Anthony 
van Dyck and Godfrey Kneller could dare to contradict their paying models.” 


1 JCW 11:245: Godfrey Kneller advised Pieter Gerritsz. van Roestraten to stop making portraits. 
JCW v:24: Caspar Netscher agreed with Jan de Baen to divide the market, the one making 
small-scale portraits, the other larger works. 

2 Van Dyck’s confrontation with Anton Triest, Bisshop of Gent: Jcw 1:305-307. Kneller’s con- 
frontation with an English nobleman who refused to make a down payment: JCW I11:76-77. 
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Therefore, success is waiting for talented and ambitious painters who work 
hard and know how to find their way around in society. Quoting Horace in 
Carel de Moor’s biography, Weyerman states: Het is geen kleyne roem, aan 
Vorsten te behaagen (to win the approval of important people is not the lowest 
degree of praise). 

Weyerman’s English biographies are largely based on printed sources, but 
in many cases he could supplement what he read with his own observations. 
In 1705 he lived in Oxford. In 1709 he lived in London where he was active as a 
painter. In 1718 he was back in London again for a shorter visit; here he found 
a place in the Anglo-Dutch community of painters and worked as a studio as- 
sistant for Kneller. He was not the only specialist hired to paint flowers in the 
large portraits of another artist. Weyerman was one of the many who worked 
behind the scenes in large businesses of successful portrait painters. What 
went on there and front stage was amply discussed in inns and taverns where 
the lower echelons of the art world met in the evening and late at night. 


1 London 


The best examples of painters who were successful in their art and their career, 
working for kings, queens and the highest nobility, are to be found in London. 
The first of these was Hans Holbein.* His English career was set in motion by 
the learned friends Erasmus and More. His success was based on his ability 
to create convincing likenesses, and on his diplomatic work in reaching mat- 
rimonial contracts, although Henry vir found Anne of Cleves less beautiful 
than Holbein had depicted her. Networking, social abilities, good likenesses, 
flattery: these are standard elements in the vitae of portrait painters. 

As Rubens’ pupil and assistant, Anthony van Dyck could start his career 
from a privileged position.> He developed ‘a strong inclination’ for portraiture, 
and when he was invited to The Hague, he portrayed Prince Frederik Hendrik, 
his spouse Amalia and their children ‘with a nobler, grander and a more natu- 
ral air’ than any other painter could have done. His second trip to England was 
made when Sir Kenelm Digby invited him to come over. Here Van Dyck be- 
came a court painter and was endowed with a noble title. Many sitters wanted 
to have more than one copy of their likeness, and making copies of portraits 
was a standard procedure in most studios. But copies made elsewhere were not 
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exceptional. Weyerman mentions Remee van Leemput, Anna Carlisle and 
Joseph Bokshoorn as copyists of works by Van Dyck. None of them was a 
member of Anthony van Dyck’s crew. Later in life, Van Dyck’s enormous out- 
put, his large studio and his aristocratic lifestyle caused financial problems and 
a decline of the quality of his work. 

The life story of Sir Peter Lely is a copy of Van Dyck's career.” He was ‘a 
meritorious painter and a good courtier, working for Willem 111 and follow- 
ing his patron when the stadhouder went to London to marry princess Mary 
Stuart. Here Lely was employed by Charles 1 and later by Charles 11 who gave 
him a noble title. His aristocratic lifestyle was somewhat less exuberant than 
Van Dyck’s. He was ‘grand among the great and affable with the lower classes’. 
Initially Mathäus de Mele was Lely’s pupil and later his assistant, painting dra- 
peries and other accessories for his master. Joseph Bokshoorn painted clothes 
in Lely’s portraits. In most cases Lely painted the landscape backgrounds of 
his portrait himself, but sometimes he made Prosper Henricus Lankrink do 
the job.® When Lely limited his work to the depiction of a face, he relied on 
the brush of Jan Baptist Jaspers to add ‘de gestaltens zyner Konterfytsels’ (the 
bodily appearance of his sitters).!° This seems to be rather exceptional, and 
Weyerman sees the fact as proof of Jaspers’ merits. Lely’s Baptist, as he was 
nicknamed, later worked for Riley and then for Kneller. Willem Wissing and 
Jeremias van der Eyden also were Lely’s assistants." They both left the master’s 
studio to start an independent career in which they were not too successful. 

Sir Godfrey Kneller was the son of a German sexton but, notwithstanding 
his modest background, he had an excellent professional training in Holland 
and Italy.!? Decisive was a letter of recommendation for a wealthy English mer- 
chant who, in his turn, introduced Kneller to the Duke of Monmouth, a natural 
son of Charles 11. A noble title and a position at court followed soon. Kneller’s 
reputation seems to have eclipsed the aging Lely’s renown. Other than Van 
Dyck and Lely, Kneller lived frugally and the quality of his work seems to have 
compensated for his limited socials skills. Weyerman praises him as being 
nearly as good as Van Dyck. Kneller’s business was run on the same scale as 
Lely’s. Weyerman, who occasionally was employed by the master, mentions 
the following names: Nicholas de Backer, Edward and Robert Byng, Jan Baptist 
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Jaspers, Jan 111 Pieters, and Jacob van der Roer.! Jaspers had worked for Lely 
and Riley before. The flowers in Kneller’s portrait were painted by ‘Baptist’ 
ie. Jean-Baptiste Monnoyer, Jan Frans van Son and sometimes by Jan Campo 
Weyerman himself. Jan Wyck painted the horse in a life size equestrian por- 
trait, but he must have been hired just for this exceptional occasion." The large 
painting must have cost more than the £100 Kneller asked for full lengths por- 
traits. For a half length he charged £40, a portrait with one hand was £20, and a 
bust £15. Fifty percent to be paid in advance. All the same, Kneller’s assistants 
were underpaid. 

After Lely’s death, a letter of recommendation to Charles 11 stimulated the 
career of John Riley! In 1696 John Closterman, a painter of German descent, 
was invited to Madrid to portray King Carlos 11 and his spouse Maria Louise 
d'Orléans.!? In London he made portraits of William and Mary, and of Queen 
Anne. Many more artists were to continue the tradition of royal and aristo- 
cratic portraiture in England, but Weyerman’s report stops here. 

Weyerman does not give much information on the studio practice of Riley 
and Closterman, but one remark is significant. Reportedly Riley was good at 
painting faces only, which obliged him to leave everything else to his assistants. 


2 The ‘Byway’ of Art 


The status of royals and high nobles more or less obliged them to be connois- 
seurs and collectors of art. The approval of kings, dukes and counts seemed 
to guarantee the quality of their favourite artists. The situation in the Dutch 
Republic was different. Portraiture did not cater for an audience of experts 
and art lovers exclusively, the market for portraits comprising everybody who 
could afford to pay a reasonable price for a painting. Critical comments of art- 
ists on the amateurish judgement of lay people are commonplace. Anecdotes 
about the conversation between Cornelis Jonson van Ceulen and Anthony van 
Dyck, or Nicolaes Maes and Jacob Jordaens hinge on this topos. Willem van der 
Vliet and Pieter Thijs had the same complaint.!® 
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Weyerman called his first master Nicolaas van de Leur an echo: good in mak- 
ing copies and portraits.!° Art theory considered a portrait a faithful copy of an 
aspect of reality, which implies that this specialty demanded no special skills, 
apart from an excellent visual memory. Weyerman repeats this idea rather 
thoughtlessly. But his many critical remarks on the qualities and shortcomings 
of the portraits he discusses implicitly suppose a portrait painter to have many 
talents, apart from being an echo. 

Michiel van Mierevelt was one of the many who followed the byroad of por- 
traiture instead of the highway of history painting. When in Rome, his pupil 
Paulus Moreelse tried to qualify himself for history painting; back in Holland, 
the great number of commissions for portraits made it impossible to pursue 
this direction. Willem van der Vliet chose the byway of portraiture because it 
was profitable, and he was not the only one to do so. Even Peter Lely made this 
choice for pecuniary reasons. But Anthony van Dyck became a portrait painter 
because he felt a strong inclination for this specialty.2° 

Being an echo or a mirror of reality supposes great powers of observation, 
combined with an excellent visual memory. Livy praised Apelles for having 
these qualities?! In the late seventeenth century, Francis LePiper had phenom- 
enal powers of observation, and an unfailing memory.” 


3 The Sitter’s Identity 


When the Greek flower painter Pausias created his masterpiece, a portrait of 
his beloved Glycera, ‘Love and Gratitude unitedly and hand in hand competed 
with each other, cooperating with his creative mind’.?3 The portraits Rubens 
painted were better than his narrative compositions, especially his effigies of 
women, ‘in which both love and art directed his brushes, two guides who can 
further an artist very much’? It is evident that a portrait should be more than 
a good likeness, but not every painter was guided by Love and Gratitude. All 
the same, he may be on a par with his greatest predecessors or even surpass 
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them. Van Dyck was a better portrait painter than Rubens, and his portraits 
were equally good as Titian’s, not differing from reality.2 

We already said that Van Dyck’s portraits were noble and grand, having a 
natural air. The portraits of Willem van der Vliet and Bartholomeus van der 
Helst are praised for their naturalness.”6 This is and is not the same as an indi- 
cation of someone's nature, his or her character or personality. Gerard ter Borch 
could penetrate into the deepest emotions of his sitters. The heads drawn by 
Carel de Moor expressed their character as judiciously as those by Rubens.?” 
Anthony van Dyck and Carel de Moor used postures that were in accordance 
with the character of their sitters.?® It is impossible for the present-day reader 
to verify these claims. Were the postures in Van Dyck’s and De Moor’s portraits 
not just fashionable formulae, meant to suggest a certain charm and beauty? 
Willem Wissing, Jacob Huysmans, and John Riley are praised for these quali- 
ties in rather general terms.?° This approach was not without risks. Peter Lely’s 
figures showed a pleasant variety, and he gave his heads a gracious elegance 
but, according to some critics, all faces in his portraits looked the same? 


4 Good Manners, Flattery and Beauty 


‘If the axiom holds true, that civility can be learned from women: who has 
a more desirable opportunity than a portrait painter, who not just has to 
chat with common ladies, since he hears the talk of princesses, duchesses, 
countesses and other distinguished ladies, being at liberty to converse with 
these worldly goddesses, while portraying their charms’.... ‘During the reign 
of Charles 11, Peter Lely was ennobled by the sovereign, and elevated to the 
position of court painter, because of his uncommon art as well as his courte- 
ous manners, since it was never decided whether he was a better painter or 
courtier’?! 

Portraits, as a form of self presentation, functioned in specific social circum- 
stances, and the artist had to be aware of the context of his work. It was advis- 
able to assimilate as far as possible with the milieu of patrons and sitters. Some 
artists had to admit that this role did not suit their personality. Herman Verelst, 
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for instance, left imperial Vienna because he was a better painter than cour- 
tier. Theodorus Netscher, on the other hand, was a perfect courtier, ‘frank but 
polite, unceremonious but well-mannered, eloquent but not obtrusive; these 
qualities made him a deserving companion for a gentleman of the highest 
rank’. Willem Wissing understood that ‘an unaffected frankness, and a natural 
courtesy are a great advantage for courtiers and court painters’. It wins hearts 
and profits, but ‘talent alone will not work wonders’. Weyerman quotes Carel 
de Moor as saying: ‘Portrait painters, remember that flattery and humbleness 
are the mainstay of your interests’.3? 

Flattery is not limited to words. Portraits can be flattering, and often they 
were supposed to be so. This holds true among the nobility as well as in the 
higher middle class. When Nicolaes Maes faithfully portrayed a woman with 
a wrinkled face, the sitter was utterly displeased. Then he realised that he 
should act as a courtier, not as an artist. To ‘correct’ his misjudgement, he re- 
touched the portrait, ‘painted a well formed nose, gave her cheeks a nice blush, 
freely applied lilywhite to her brow … in short, he painted a physiognomy of 
which Hebe, goddess of everlasting youth, would not have been ashamed’. Of 
course, the sitter was content, paying the artist mildly. ‘What do you say, reader, 
doesn’t the world intensely want to be deceived’? Jan van Haensbergen wielded 
a flattering brush and in the portraits of young ladies he did not apply his white 
pigment sparingly, depicting them as fair and lilywhite, as if they were con- 
sanguineous with the Brussels Saint Mary of the Snows.3* Willem Wissing cor- 
rected the paleness of his female sitters by dancing them around the studio, 
which stimulated the circulation of the blood and gave them a blush.?5 

Some sitters had more serious defects than paleness or traces of ageing. But 
Carel de Moor, described by Weyerman as a model artist, ignored the sitter’s 
deformities as if he had not noticed them: ‘truly, an infallible way to please 
the whole world in general, and women in particular’3® He knew how to do 
this without diminishing the resemblance of the portrait. In this respect De 
Moor followed Anthony van Dyck, Peter Lely, and his contemporary Godfrey 
Kneller. Maybe unknowingly, they all followed Apelles who ‘had a trick to 
hide facial deformations in his portraits with the help of the sitters’ clothes, 
by choosing a certain posture or a special movement of the head. He was the 
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first of the ancient painters to use this innocent artifice without diminishing 
the resemblance of his portraits or the suggestion of individual characters’. In 
Durand’s and Weyerman’s opinion this method should not be used indiscrim- 
inately. If a disfigurement resulted from the sitter’s ‘fight for his prince or in 
defence of his country, the deformity was a token of valour that should and 
could not be concealed. Presently this is an iron law in the art of painting and 
sculpture’.3” 

Flattery is a way to beautify a sitter’s portrait when this person’s appearance 
is imperfect. Portraiture confronts the artist with two iron laws that are not 
easily combined. In the first place he should give a reliable depiction of what 
he observes in reality. What applies to art in general is rigorously valid for 
portraits, since the sitter’s personality and uniqueness must be made visible. 
On the other hand, the painter should select the most perfect forms in which 
reality presents itself, because all art has to create beauty. For a classicist, paint- 
erly imperfections are as unacceptable as mannerist exaggerations. The theory 
of art dictates the artist to create beauty, and the sitter demands the same. 
Weyerman’s text seems to suggest that these two requirements were not always 
understood as not being identical, or conflicting even. Weyerman is our eye- 
witness from the late seventeenth and the early eighteenth century; in his days, 
the straightforwardness of early seventeenth century Dutch portraiture had 
gone out of fashion. 

Courtiers and ladies in waiting considered Riley ‘an infallible reviser of the 
whims of nature.... This artist was a dedicated follower of nature, whose un- 
changeable manner of painting largely was to study reality, which gave him a 
true and at the same time gracious style’.3® Weyerman says that Van Dyck, ‘in 
a masterly manner, made use of the moment in which a face assumed its best 
form. Then he grasped the chance to intercept the beautiful nature. He paid 
heed to its charm and grace, storing these in his memory. He not just copied 
these traits precisely, but exalted nature as far as the likeness permitted’.39 

Without flattering his sitters, a portrait painter could not expect to be suc- 
cessful. Both parties involved knew what the opposite’s interests were. The 
sitter wanted to be idealised. The painter could expect to be rewarded for 
the beauty he conferred on his model. When Queen Henrietta Maria, spouse 
of Charles I, was sitting for Van Dyck, she asked the painter why he flattered 
her hands more than her face. The artist answered that he did so, ‘because he 
hoped for an extraordinary remuneration from those angelic hands’. (figure 22) 
Godfried Schalcken, on the contrary, missed the tact and subtlety necessary for 
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FIGURE 22 

A. van Dyck, Portrait of Queen 
Henrietta Maria and Sir 
Jeffrey Hudson, 1633, canvas, 
219 x 135 cm., Washington, 
National Gallery of Art, 
Samuel H. Kress Collection 


a portrait painter. An English lady with hands of unrivalled beauty asked the 
painter, when he had dead-coloured her face, if she would have to pose some- 
what longer for her hands. Schalcken deemed this unnecessary, saying that he 
always used his servant's hands for the purpose.*° (figure 23) 


5 The Netherlands 


In the middle of the sixteenth century, Willem Thibaut painted the portraits of 
all Counts of Holland.*! Portraits of reigning counts and dukes, either in series 
or separately, painted after life or not, were not at all uncommon in Holland, 
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FIGURE 23 G. Schalcken, Portrait of a woman, 1700, canvas, 47,5 x 38,8 cm., Dordrecht, 
Dordrechts Museum 


but in Weyerman’s days an artist could not expect to build a career and reputa- 
tion in this field. Anthony van Dyck and Gerard van Honthorst got important 
commissions from Frederik Hendrik, but this happened before 1647, the year 
in which the prince died.*? In the years before and after the reign of Willem 111 
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(1672-1702) Holland had no stadhouder. From the dedication of the Levens- 
Beschryvingen it is clear that Weyerman hoped to see the young prince of 
Oranje hold this high office; when at last he was inaugurated as stadhouder 
Willem rv in 1747, the author had died in prison some weeks earlier.** 

There were other forms of portraiture that could gain an artist renown and 
profits. The group portraits of militia men adorning the Doelens, the buildings 
where the civic guards came together for their meetings and festivities, were 
admired by citizens and foreigners alike. Mostly they are monumental can- 
vases with life-size figures. These works of art express the identity and civic 
pride of the town, and commissions for schuttersstukken mostly went to the 
best portrait painter available. The fact that a painter made such a group por- 
trait indicated his prestige, even when the importance of the civic guards had 
rapidly declined after the Westphalian Peace of 1648. 

The most famous example in Weyerman’s time and long after, was 
Bartholomeus van der Helst’s Company of captain Cornelis Jansz. Witse and 
lieutenant Johan Oetgens van Waveren. It was made for the Sint Jorisdoelen in 
Amsterdam, and it commemorates the 1648 Peace of Westphalia.** Until the 
late nineteenth century, when Van Helst’s renown was eclipsed by Rembrandt, 
this five and a half metres wide painting was one of Holland’s national monu- 
ments, and rightly so. This set the standard. The importance of militia portraits 
is indicated by the fact that in 1650 a competition was organised for an even 
bigger group portrait when burgomaster Joan van de Poll was appointed colo- 
nel in one of Amsterdam’s militias. A number of the best painters was invited 
to submit a model for this canvas of nearly 6 metres wide. The commission was 
given to Johannes Spilberg.*5 


6 Other Group Portraits 


The commission for a group portrait of the regents of an orphanage, a guild or 
another (semi-) public institution could greatly enhance a painter's prestige. 
Due to the fact, that the number of depicted figures, shown in a sitting posi- 
tion, is mostly rather limited, the dimensions of regent pieces are smaller than 
those of militia groups. All the same, they make a monumental impression, 
their figures being life-size and often full-length. Narrative elements, suggest- 
ing some action, were common in group portraits, whereas they are rare in 
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FIGURE 24 A. van Dyck, The Magistrates of Brussels, panel, 26,3 x 58,5 cm., Paris, Ecole 
Nationale Supérieure des Beaux Arts 


single portraits and sets of counter pieces. Weyerman’s superlative example 
was Anthony van Dyck’s portrait of the burgomasters of Brussels, but he had to 
describe it from memory. In 1695 French troops bombarded Brussels, and the 
town hall was heavily damaged in the ensuing fire. Its great collection of art 
works went completely lost. Van Dyck’s portrait, not mentioned by Houbraken, 
showed 23 life-size figures, ‘so perfectly drawn, so cleverly positioned, so natu- 
rally depicted, so gloriously coloured, and executed so admiringly, that these il- 
lustrious councilmen seemed to live and move, speak to each other and discuss 
the business of the commonweal. Nobody ever saw this jewel of art without 
being touched, and feeling respect for the grand arrangement of the figures, as 
well as for the worthiness expressed in the serious looks of these wise and dig- 
nified patriots.*6 (figure 24) The lost master piece is known from a number of 
sketches; some years ago a study for the head of one of the sitters resurfaced.*” 

Many Dutch and Brabant portrait painters could make a decent living on 
their work and the status of their sitters had a positive influence on their rep- 
utation. Under favourable conditions they could demonstrate their skills by 
rendering the appearance of their sitters and suggesting something about their 
character, by arranging a complicated composition with many figures, by in- 
troducing action and narrative elements to enliven the whole. Ideally these 
qualities came together in a work destined for a public building where the sta- 
tus of the town and its institutions would raise the painting and its maker to a 
higher plane. 
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Art in the Public Space 


Works of art in churches, town halls and other public buildings expressed the 
function and the importance of the location, illustrating its venerable history 
and showing its wealth. Getting the commission for one of these large canvases 
was very desirable, as it demonstrated the artist's renown and importance. 
Nothing expressed and enhanced the status of art and artists better than these 
monumental figural compositions. Understandably, Weyerman gives much at- 
tention to this aspect of art production. But this category of art works is poorly 
represented in museums, the places where we form our mental image of the 
history of Dutch art. 

Most museum visitors, entering the galleries of Dutch seventeenth- 
century art, expect to be confronted with small and medium sized paintings 
with homely subjects, such as still lives, scenes from everyday life, landscapes, 
townscapes, interiors of church buildings, portraits, et cetera. All these works 
of art are moveable paintings that can be handled by one person, holding 
the frame with both hands. A minority of larger ones has to be carried by 
two museum functionaries, holding opposite sides of the frame with their 
white gloves. 

What nearly always is missing from public collections of Dutch art, are the 
large canvases made for specific locations, mostly showing life-size figures. 
The most obvious reason is that they still are where they belong. But these 
places are not always easily accessible. The spatial and lighting conditions 
under which they are shown vary greatly. Of even greater concern is their 
condition. Municipal functionaries working in ancient buildings have other 
priorities than the care for and conservation of old art that doesn't enhance 
the efficiency of their office building. But in many of these places, the inquis- 
itive art historian looks in vain for the master pieces, mentioned in archival 
documents and lauded by Houbraken, Weyerman and Van Gool. Seventeenth- 
and eighteenth-century chimney paintings, ceiling paintings and monu- 
mental wall paintings have become extremely rare. They fell victim to fires, 
leakage and the vagaries of fashion, if not the necessity of adapting old build- 
ings to new purposes. We must conclude that, over the years, important sec- 
tions of seventeenth- and eighteenth-century Netherlandish art became all 
but invisible. Therefore it is apposite to consult a contemporary source on 
the subject. 
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1 Altarpieces 


Whatever Weyerman tells his readers, his information is always part of an in- 
dividual biography. He gives his opinion on subjects of a more general charac- 
ter when the life story of an artist occasions him to do so. Consequently, this 
chapter is like a mosaic, put together from a multitude of tiny fragments. The 
overarching idea of public art is a modern concept, unknown to the author. 
A great majority of works of art in public buildings are history paintings. But 
even the current term history painting did not mean the same to Weyerman as 
it does nowadays. 

In some cases Weyerman tells his readers that a certain painter made altar- 
pieces and history paintings. Presently, these categories are seen as one, com- 
prising large canvases with (nearly) life-size human figures. The difference in 
function must have been important to Weyerman, who visited many Catholic 
churches in the Southern Netherlands and elsewhere. The present-day mu- 
seum visitor tends to forget this difference, seeing old art in a secularised envi- 
ronment, where the only sacred thing (if anything) is art itself. Moreover, most 
altar pieces are no narrative scenes, whereas narration is what defines history 
painting. 

Belgian museums show a number of altar paintings, removed from church 
buildings that lost their religious function. In Dutch museums, this category 
is scarcely represented. Many altar pieces from clandestine Catholic churches 
went lost or were cut into saleable fragments. The late nineteenth-century fash- 
ion for neo-gothic church architecture made lots of older treasures disappear. 

Weyerman saw Jan van Eyck’s famous Ghent altar with his own eyes, but 
most of what he writes about it is copied from earlier sources. He noticed one 
element of narration in the many scenes of this multi-figured masterpiece: 
Adam who seems to be in doubt whether he should trespass God’s command, 
or turn down the indecent proposal of his beloved.! In a number of cases a 
painter is praised for his paintings in churches and other public buildings, but 
often Weyerman’s words make it impossible to decide if he meant immovable 
works of art, such as altarpieces and frescoes, or just big canvases in heavy 
frames that could be moved with some difficulty from one chapel to the next, 
if perchance this seemed necessary. The information given on individual 
altar paintings mostly is scanty; they are mentioned to characterise an artist's 
oeuvre, or to highlight his most important commissions. 

Some twenty altars and their makers are listed in the Levens. Occasionally, 
something remarkable had to be reported. The altars Rubens painted for 
Antwerp’s Jesuit church were exceptional, since they were part of an ensemble 
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FIGURE 25 J, de Wit, Annunciation, 1723, altarpiece from the catholic orphanage 
Maagdenhuis, canvas, 207 x 166 cm., Amsterdam, Rijksmuseum 


of many canvases, integrated in the interior architecture of the church build- 
ing. Carel de Moor and Jacob de Wit made altars for Catholic churches in 
the Northern Netherlands.? (figure 25) Apparently, after ca. 1700 clandestine 
churches were not completely clandestine anymore. 
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2 Stained Glass Windows 


The late medieval and early modern stained glass windows in Catholic and 
Protestant churches were important works of monumental art, and there 
must have been many of them. The very few surviving Dutch examples are 
to be seen in the buildings for which they were made, not in art museums. In 
the course of the seventeenth century, this art form lost its prominence, not- 
withstanding its high reputation in earlier periods. This is not just a matter of 
fashion. Hailstorms could cause serious damage, and the costs of maintaining 
the fragile art works were high. Protestant ministers and their councils were 
not inclined to spend large amounts of money on the visual arts in ecclesias- 
tical buildings, frugality being the lifestyle they promoted. The consequences 
of the 1566 iconoclasm were never fully repaired. The second commandment, 
forbidding images of living creatures, was not always interpreted in the same 
way, but some fanatics were very strict about its application. A practical reason 
for removing older windows or choosing non-coloured glass, was the lighting 
of the church interior. These causes combined had a disastrous effect. Willem 
Tomberg, a glass painter himself, thought that his art had gone into decline 
since the Crabeth brothers had refused to divulge their professional secrets, 
but Weyerman did not believe him. In Germany and England he saw stained 
glass windows, made by contemporary artists, showing colours that were not 
inferior to those in the famous Gouda windows.? 

Dirck and Wouter Crabeth made impressive windows in the ambulatory 
and transept of the large city church of Gouda. The Crabeth biography is 
supplemented with brief notes on their pupils and followers.* Most of these 
facts were taken from the work of a local historian and other printed sources.® 
Weyerman does not mention the windows in the same church made around 
1595-1600 by a number of later artists, when the building was taken over by the 
protestants. Probably the author did not visit the monument personally. 

The changing attitude of artists is illustrated in the biography of Abraham 
van Diepenbeeck. He developed an aversion against glass painting, because 
glass is such a fragile material, and its firing in a kiln often results in failure. 
Therefore the painter decided to paint in oil on canvas or panel, a field where 
honour and riches could be gained more easily. Jan Gerritsz. van Bronckhorst, 
a rather successful glass painter, was dissatisfied with the lowly status of his 
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profession, reason why he chose Cornelis van Poelenburch (?) as his teacher.” 
All the same, the glass painters kept their place in the Hague guild, when in 
1656 a reorganisation threw out the house painters, the bookbinders, the chair 
makers and other ‘lowly crafts’.® The degradation of the glass painters went 
gradually and slowly. 

The same Van Bronckhorst made an Allegory of War and Peace in the 
Amsterdam Nieuwe Kerk. Since Weyerman speaks of three windows, this may 
have been a composition, divided over the three lights of one window. Pieter 
Janssens made many windows in a number of Dutch churches. Jacob van der 
Ulft, ‘the greatest glass painter of his period’, made many church windows in 
Gorinchem and in the province of Gelderland.!° Most other glass painters are 
mentioned in passing, frequently as the fathers or teachers of beginning paint- 
ers in oil. 

The 1656 statutes of the Hague guild ruled that nobody, coming from 
outside The Hague, was allowed to offer paintings, sculptures, prints or 
‘glas-schryvery’ for sale in that place without permission of the local author- 
ities and the board of the society Pictura." Of course this does not refer to 
commissions for church windows or other monumental works of art. As two 
famous paintings by Vermeer show, some private houses had stained glass win- 
dows in their living quarters.? 


3 Wall Tapestries 


An important form of monumental art were the (sets of) wall tapestries, some- 
times made to measure for a specific room. Weyerman mentions the example 
of the landscape painter Abraham Genoels who designed ‘Patroonen voor een 
kamer met tapyten’.! In most other cases, tapestries were moveable works of 
art, but weight and dimensions made moving difficult. The costly wall hang- 
ings sometimes were moved with the seasons, travelling to and fro between the 
owner’s town house and a stately house in the countryside. 
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The weaving of wall tapestries was an industry in which large investments 
were made. It demanded skilled labourers, working at large and complicated 
looms. The materials used were expensive, and the production time was long. 
Woven wall hangings were the ultimate form of luxury. The earliest examples 
mentioned by Weyerman originated in the highest circles. The tapestries, de- 
signed by Bernard van Orley for the Emperor Charles v and his kin, expressed 
their princely status in hunting scenes.!+ Van Orley also made tapestries for 
the counts of Nassau, in which equestrian portraits illustrated the genealogy 
of the noble house! Tapestry may have been a craft, but some of the greatest 
artists were employed to make the designs. This must be why Weyerman was 
interested in this form of (applied) art. The painters making small scale models 
or full-size cartoons mostly were specialists in history or landscape painting. In 
some cases, working for tapestriers was a painter’s main activity. 

The author defines a model as ‘anything made by painters, sculptors and 
architects, to be followed in their compositions’!® Normally, a model is an in- 
termediate step in the creative process of an artist, made after the first ten- 
tative sketches and before the final execution of his painting is begun. In 
the production of tapestries, the small-scale model is created by one artist, 
and followed by someone else, the maker of a full-size cartoon. This second 
painter mostly worked in water-colours. The involvement of a chain of differ- 
ent people caused a considerable distance between the first drawing and the 
final product. Neither the first nor the second artist played a role in the actual 
weaving. This means that a painter's personal handwriting, the subtleties of his 
colouring, and a number of minute details got lost. What remained of decisive 
importance, was the composition. 

The cartoon had to be executed in colours that could be reproduced in 
woollen and silken threads. Richard van Orley was permanently employed by 
Antwerp tapestriers, ‘and in this trade he outshone all other painters of our 
time, because he had a beautiful and broad manner of painting, that very eas- 
ily could be copied by the weavers’!’ Sandrart alleged that Jordaens’ transpo- 
sition of Rubens’ oil sketches into cartoons for tapestries had a detrimental 
influence on his colouring, but Weyerman saw Jordaens’ later work as a proof 
that Sandrart was wrong. Therefore, the German author’s idea that Rubens had 
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bad intentions when entrusting Jordaens with this task, had not to be refuted 
anymore.!8 

In the late middle ages, wall tapestries may well have been more highly con- 
sidered than moveable paintings on canvas or panel. But over the years, tap- 
estry descended from its lofty surroundings, to become an article of luxury, in 
reach for wider circles. Weyerman’s data seem to suggest an increasing volume 
of production. A cause or result of this popularity was the massive produc- 
tion of doekschilderijen, imitations of wall tapestries in watercolour on canvas. 
Mechelen was the main production centre, and Holland was one of its most 
important markets. A tragic low point was reached in the work of Paulus de 
Fouchier and his son Willem.!9 De Fouchier sr. made wall tapestries in distem- 
per, cheap alternatives for woven tapestries. Hunting scenes, battle scenes and 
chinoiseries were among his subjects. Although he was a gifted painter, the 
quality of his later works was very low. De Fouchier jr. and his brother walked 
the streets of Brabant villages, asking from door to door if anybody wanted to 
have a chimneypiece or a set of over door paintings. Since Weyerman speaks 
of their ‘pots of paints’ and their ‘hog’s hair brushes’, they cannot have worked 
in oil paint. 

At the other end of the scale one finds Otto van Veen, who refused to make 
models for tapestries for the king of France, because his only patron was 
Isabella, the regent of the Southern Netherlands.?° Anthony van Dyck hoped 
in vain to design a set of wall tapestries for the King of England, but his exces- 
sive financial demands made the King decide otherwise?! 

In some cases, tapestry was a reproductive form of art. Philip de Champaigne 
illustrated the finding of the relics of the twin saints Gervais and Protais in large 
oil paintings, that were copied in tapestries.22 A certain Salomon, a history 
painter who mostly worked for English tapestry manufacturers, made cartoons 
after prints after paintings by Charles LeBrun. Not surprisingly, Weyerman 
noted that Salomon’s colours were incorrect.” 
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4 Princely Commissions 


Weyerman mentions a great number of monumental paintings in palaces, 
nearly always implying that such a commission proved the artist’s status and 
the importance of his work. His earliest example is Hans Holbein’s lost portrait 
of Henry vir and Henry VITI in the Palace of Whitehall. Rubens’ Medici series is 
amply discussed. Anthony van Dyck hoped for a comparable assignment in the 
Grand Gallery of the Louvre palace, but in vain.2* A few more Netherlandish 
painters got princely commission in foreign countries. 

As heir to their founder Federik Hendrik, stadhouder Willem 111 was the 
owner of his grandfather's palaces Huis Honselaersdijck near the village of that 
name, the Huis ter Nieuburch near Rijswijk, and the Huis ten Bosch palace on the 
outskirts of The Hague. When Willem 111 died childless in 1702, these palaces 
were inherited by German in-laws. After years of neglect, the Huis ter Nieuburch 
was demolished in 1790. The same fate befell the Huis Honselaersdijck in 1814, 
but luckily the Huis ten Bosch palace is well preserved. A somewhat surprising 
commission for Honselaersdijck, postdating the death of Willem 111 was given 
to Matheus Terwesten.?5 We would love to get more information on these and 
other lost monumental works of art but, regrettably, Weyerman did not discuss 
them amply. It is unclear which ensemble he saw with his own eyes, which one 
not. Most of them cannot have been easily accessible. 

Two of Willem 111’s favourite homes are still in existence but, over the years, 
their interiors have changed drastically: Het Loo palace and Soestdijk palace. 
(figure 26) The castle of Breda was an old possession of the Nassau family. 
Ferdinand van Kessel painted a ceiling for this residence, in which the Birds 
pay respect to their king, the Eagle. When Willem 111 saw it, he interpreted the 
heraldic bird as an emblem of the German emperor. Weyerman, who was well 
informed about Breda matters, tells that the angry stadhouder wanted the 
painter to correct the political sensitive image.2© Theodoor van der Schuer 
made ‘glorious works of art’ for Willem 111 in his hunting lodge Hof te Dieren, 
in Honselaersdijck, and in other country seats. Most probably these paintings 
were ceilings or kamerschilderingen, but Weyerman does not say so.2” 


24 JCWv:287 (Holbein); 1:269-282 (Rubens); 1:314; v:242 (Van Dyck). 
25  Jcwv:158-181. 

26 _ JCW III:291-303. 

27 JOWV:153-158. 
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FIGURE 26 G. de Lairesse, Ceiling painting from Soestdijk Palace (1 of 5 parts), canvas, 
800 x 600 cm., (whole ensemble) Amsterdam, Rijksmuseum 


5 Government Commissions 


The division of power between the House of Orange, the city governments and 
the in-between layer of the States General and the provincial governments 
was unclear and not always the same. As maecenases, the provinces played a 
minor role. But in a period, in which there was no stadhouder, the province of 
Holland demonstrated its importance by building a grand hall for its meetings. 
It had two oversized chimneys with paintings by Adriaen Hanneman and Jan 
Lievens. This room is part of the Binnenhof complex where it is close to the 
Tréveszaal, an impressive hall, used for representational purposes, completed 
in 1697. Not much later Jacques Parmentier painted the allegorical ceiling of 
this hall, now in use as the meeting place of the Dutch gouvernement.?® 


28 JCW IV:43 (Staten van Holland); 1v:67-68 (Tréveszaal). 
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6 Municipal Commissions 


Town halls and municipal courts of justice were hardly ever without works of 
art pertaining to their function and history. But gradually, their appearance 
changed under the influence of the palaces of the house of Orange. Interior 
architecture, comprising every aspect of a room or hall, into which paintings 
were fully integrated, became the standard, or at least the ideal. Amsterdam's 
new town hall is the most important example. Other towns followed at some 
distance. Very prestigious was the commission to paint the shutters of the 
organ in an important city church, of which Weyerman gives three examples.?° 
Whether the final decision to order these oversized paintings was taken by the 
church or the city, is not clear. 

Most ‘non-governmental organisations’ functioned under close supervision 
of the town’s burgomasters. The commissions these bodies gave to painters 
can be considered as municipal assignments. In the Amsterdam and Haarlem 
Doelen buildings, the large moveable group portraits took up all available wall 
space. But in Rotterdam, the situation was different. This is why Romeyn de 
Hooghe could make a kamerschildering in the Rotterdam Doelen. Another 
exceptional ensemble was the decoration of the main hall in the building of 
the society Pictura, in which six leading painters from The Hague cooperated. 
Jacques de Roore made a ceiling in the town hall of Antwerp. The international 
artist Giovanni Antonio Pellegrini made a chimney piece for Antwerp’s brew- 
ers guild.3° 


7 Festive Entries 


Temporary decorations, made for festive occasions, form a category by itself. 
They honoured reigning sovereigns, but were commissioned by their subjects, 
represented by the burgomasters, the boards of guilds and other organisations. 
This lost form of art is presently known from reproductive prints only. It com- 
prised triumphal arches, theatrical stages, et cetera. Constructions of wood and 
painted canvas, imitating stone architecture, were decorated with paintings 
and statues of disposable material. The best known example by far is the Pompa 


29 Alkmaar (St. Lawrence Church, Caesar van Everdingen): 11:177-178. Amsterdam (New 
Church, Jan Gerritsz. van Bronckhorst): 1119-20. Amsterdam (Old Lutheran Church, 
Philip Tidemann): 111:201-204. 

30 Rotterdam (Doelen, Romeyn de Hooghe): 111:114-117. The Hague (Pictura, Willem 
Doudijns; Robbert Duval; Daniël Mytens; Theodoor van der Schuer; Augustinus 
Terwesten; Mattheus Terwesten): v:169-170. Antwerp (Town hall, Jacques de Roore): 
v:384-389. Antwerp (Brewers’ guild, Giovanni Antonio Pellegrini: rv:79-82. 
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Introitus Ferdinandi, organised in Antwerp in 1635 for the Cardinal-Infante 
Ferdinand of Austria. The designs of the many temporary structures were made 
by Rubens. The prints recording the festivities were etched by Theodoor van 
Thulden.*! On an earlier occasion, the entry of Archduke Albrecht of Austria 
in the Southern Netherlands in 1599, Otto van Veen Veen designed the festive 
decorations.32 When in 1691 Willem, king of England and stadhouder of the 
Dutch Republic, came back to The Hague after the Glorious Revolution, many 
painters cooperated on extensive decorations, one of them being Pieter van 
Ruyven. Among the sculptors working on the project were Jacob Roman and 
his pupil Frank Pietersz. Verheyden whose work was highly appreciated. After 
the festivities Verheyden’s sculptures were bought for Westkamp, a mansion 
near The Hague. Later they were sold to a number of other mansions, which 
proves that the ‘disposable material’ was rather durable.*% 


8 Private Commissions 


As we said above, the decoration of town halls and municipal courts of jus- 
tice gradually changed under the influence of the palaces of the House of 
Orange. Interior architecture comprising every aspect of a room or hall, into 
which paintings were fully integrated, became the standard. Admittedly, this is 
an unproven hypothesis for which Weyerman offers no evidence whatsoever. 
Maybe it just was the general increase of wealth and luxury that moved the 
burgomasters and other functionaries to beautify their offices in accordance 
with the latest fashion. The same untested inference can be made about the 
interior of private dwellings. 

A dazzling increase of wealth and luxury shines forth from the stately 
houses on Amsterdam’s canals, built in the late sixties of the seventeenth 
century. Many of these mansions had a kamerschildering, frequently in a gar- 
den room. Gerard de Lairesse was famous for his work in this specialty, and 
his Groot Schilderboek of 1707 amply discusses the rules and regulations of 
this relatively new art form.34 De Lairesse advocated monumental narrative 
compositions with (nearly) lifesize figures. (figure 27) This kind of ensemble 
was not to be expected in urban dwellings before sixteen sixty and it seems 
as if this fashion conquered Amsterdam overnight. But maybe it was not as 
new as it looks at first sight. Probably kamers with landscapes predated the 


31 JCW 1:294 (Rubens); 1:294, 322 (Van Thulden). 

32 JCW I:215-219. 

33 _ JCW 111134 (Van Ruyven); v:381 (Roman); v:380-384 (Verheyden). 
34 GdL 1:372-376. De Vries 2016, 11-114. 
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FIGURE 27 G. de Lairesse and J. Glauber, Wall painting from the house of Jacob de Flines, 
canvas, 290 x 212 cm., Amsterdam, Rijksmuseum 


ensembles with life-size human figures. In 1719 Houbraken complained about 
the caprices of fashion that made the kamers with large-scale landscapes by 
Allaert van Everdingen and Adam Pynacker disappear.*® These painters were 


35 Houbraken, vol. 11, 96. 
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ten to twenty years older than De Lairesse and their wall paintings may have 
predated De Lairesse’s earliest works. 

Certainly earlier than De Lairesse’s embellishments of Amsterdam's grachten- 
huizen was a kamer painted by Ferdinand Bol in the early sixteen sixties.3° This 
artist made his monumental ensemble for an Utrecht patron. In Bol’s oeuvre it 
remained a rare exception and I do not know of any other kamerschildering as 
early as this one, be it in Amsterdam or elsewhere. This set of five large paint- 
ings was not known to Weyerman or his predecessor Houbraken. 

This scanty information is not enough to reconstruct a prehistory for De 
Lairesse’s monumental wall paintings. Around 1650, one could not expect the 
main room of a private house to have an overall plan for the architectural and 
decorative elements of its interior, and there were no large paintings perma- 
nently covering most of the walls of such a room. Even the largest canvases of 
Jacob Backer and his contemporaries were moveable paintings. One or two 
decades later this had become the standard. Had the princely fashion of inte- 
grating wall covering paintings in the interior architecture become the model 
for the decoration of stately rooms in distinguished urban houses? This seems 
to be a fascinating conjecture. 

Soon enough, the kamerschildering began to reach wider circles. In the 
eighteenth century, the artists who made kamerschilderingen were called 
behangselschilders: painters of wall hangings. Most of these canvases showed 
landscapes with a staffage of small pastoral figures. But as late as the second 
quarter of the eighteenth century, the young and ambitious painter Cornelis 
Troost presented a kamerschildering with life-size mythological figures 
as his ‘coup dessai: the final proof that he had reached artistic maturity.>” 
It remained an exception in Troost’s oeuvre. Commissions for large and mon- 
umental ensembles with lifesize figures had become as rare in private houses 
as in public buildings. 


36 Van Eikema Hommes. 
37 JCW V:107-ug. 
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CHAPTER 5 


Art Criticism 


An art critic looks at a work of art as if he were looking over the painter’s shoul- 
der during the creative process. He tries to understand what the artist did, how 
he did it and what he was aiming at. The critic’s most important and, as a rule, 
his only source of information is the work of art he is studying, although he 
may compare it from memory with other paintings or preparatory sketches. 
Needless to say that the creative process is not the same as the technical pro- 
duction process of applying a ground layer to canvas or panel, to dead paint 
the composition, et cetera. I am referring to the choices a painter makes while 
distributing forms and colours over the picture plane, the process in which the 
initial idea materialises in the final image. Analysing this image, the critic stud- 
ies the interaction of colour, light, pictorial space, the arrangement of forms, 
the brush strokes, the picture surface, the depiction of human beings and other 
objects, and their expressive value. Doing so, the critic forms an opinion on the 
painting’s quality as a whole, asking himself which elements contribute to this 
favourable impression, which ones diminish it. 

Weyerman did not check every single point mentioned above when apprais- 
ing works of art. His approach is rather unsystematic; at a certain moment he 
may focus on a single aspect, whereas something else catches his attention on 
the next page. His terminology is not consistent; as an author he wants to hold 
the reader's attention with a varied and amusing use of words and expressions. 


1 Choice of Subject Matter 


Discussing the oeuvre of the still-life painter Adriaen van Utrecht, Weyerman 
states that often the selection of the depicted objects is the best aspect of a 
composition. He contrasts Van Utrecht's ‘agreeable’ exotic birds with a number 
of ‘sad’ objects, such as one would expect to see in vanitas or trompe l'oeil still 
lives. To emphasize this statement, he quotes an English Lord who deemed 
a butcher’s shop a better place for Frans Snijders’ Slaughtered Oxen than the 
drawing room of a Milord, notwithstanding its qualities as a work of art.! 


1 JCW 1:400. Moscow, Pushkin Museum. 
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This seems to contradict what Weyerman said about Adriaen Brouwer.” 
The value of Brouwer’s oeuvre is not determined by its lowly subject matter, as 
we pointed out in our chapter on genre painting. ‘The aim of the art of painting 
is to imitate and render nature. The value of a painted scene lies in ... the truth 
of the rendition’. This vindication of lowlife subjects echoes a well-known 
statement of Albrecht Dürer: ‘it is a great art which can demonstrate its real 
power and skill in coarse and churlish objects’? 

As a rule, Weyerman ignores his second statement, regularly distinguishing 
between agreeable and sad objects. An important aspect of landscape paint- 
ing is the evocation of a certain mood, be it lofty, cheerful, pastoral, gloomy or 
whatever. A theory of the modi in landscapes, as proposed by Nicolas Poussin, 
was virtually unknown in The Netherlands.* The spectator had to be guided by 
his own sensitivity, and by the character of the staffage figures. The ‘modus’ of 
a landscape where the Holy Family takes time for a picnic on its road to Egypt, 
is different from the mood during their perilous flight from Herod’s soldiers. 

Maarten Rijckaert painted agreeable mountainous landscapes. The land- 
scapes by Daniél van Heil are cheerful, which his later depictions of burning 
houses and towns are not. Among other things, Albert Meyering painted land- 
scapes with agreeable views of royal country seats. The forest interiors by Jan 
Looten, however, evoke unpleasant gloominess. (figure 28) The strange and 
dismal views, painted by Jan Hackaert, show lonely and lugubrious places, 
but these areas are painterly.> (figure 29) The scenery in the Low Countries 
is ‘less attractive, spectacular and painterly’ than it is in Italy and Artois, or 
around Liege, Maastricht, Cleves and comparable areas, at least in Weyerman’s 
opinion.® He surmises that Herman Saftleven inserted some pleasant objects 
in his landscapes for this reason. Apparently, the small-scale staffage fig- 
ures, the distant villages, towns, castles and ruins made his river views more 
attractive.” Marine paintings with stormy weather and vessels in danger of 


2 JCWII:62-78. 

Dürer, 290-306 Denn es ist eine große Kunst, welcher in groben bäurischen Dingen ein rech- 
ten Gwalt und Kunst kann anzeigen. 

4 See for instance: Verdi. 

5 JCW 11:5 (Rijckaert); 11:25 (Van Heil); 11:45 (Meyering); v:318-321 (Looten); 11:375-376 
(Hackaaert). 

6 The reader should remember that Weyerman’s painterliness is not the same as the pictur- 
esque of the early romanticists. Schilderachtig here means: attractive as a subject for painters. 
Theodorus Netscher (JCW v:140-148) refused to complete a portrait because his sitter was 
not schilderachtig enough. See: Bakker. 

7 JCw11:83-86. 
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FIGURE 28 J. Looten, Rocky wooded landscape, canvas, 133 x 200 cm., Present whereabouts 
unknown 


being shipwrecked are sad. Landscapes in bad weather are preferable to sea- 
scapes, because they show more variety.® 

Specimens of other genres may evoke a certain mood as well. The favourite 
subjects of Otto Marseus van Schrieck, snakes and lizards, are melancholic. 
Not amazingly, the ‘strange ghosts and dreary witchcraft’ David Ryckaert 11 
depicted were deemed horrible. I expected the same verdict on Rombout van 
Troyen, but his ‘peculiar perspectives through subterranean caverns’ are not 
deprecated in comparison with his ‘amusing’ and ‘witty’ Italian landscapes 
with palaces and castles.° A positive opinion on the choice of subject matter in 
Italian open air markets, cityscapes, or urban genre scenes is hardly surprising. 


8 JCW 11124-125, 210-211 (marines); v:318—321 (landscapes). 
9 JCW 11:102-103 (Marseus); 11:125-—126 (Ryckaert); 11:378 (Van Troyen). 
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FIGURE 29 J. Hackaert, Deer hunt, canvas, 69 x 54 cm., The Hague, Mauritshuis Museum 


Weyerman’s idea, that a well-chosen subject contributes to the overall quality 
of a painting is certainly applicable to the flower still lives, to which he gives 
so much attention. The author appreciated that Pieter Hardimé, working in 
the gardens of Honselaersdijk palace, ‘depicted many exotic, rare flowers and 
plants of which the so-called Night Flower, an extraordinary plant, was one. 
It is a flower that opens at night time’. Pieter van der Hulst, on the contrary, 
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was the first to paint sunflowers that looked like placards. Excellent masters 
such as Jan Davidsz. de Heem, Daniel Seghers or Abraham Mignon never used 
sunflowers.!° 


2 Composition 


When a spectator comes up to a painting, be it in a museum, in an art deal- 
er’s gallery, or in a private home, he gets his first impression when seeing it 
from a certain distance. The overall image is perceived before the details can 
be studied. The work of art may be seen as closely fit or loosely put together, 
as static or full of movement, as ponderous or sprightly, et cetera. This effect is 
caused by the distribution of forms over the picture plane, and in the pictorial 
space. We know from Gerard de Lairesse’s Groot Schilderboek that Dutch artists 
carefully distinguished between both meanings of the word ordinantie, two 
and three dimensional composition, but we know this even better from their 
panels and canvases.!! 

A narrative painter arranges images of human beings in a landscape, against 
a neutral background, in a vaguely suggested or clearly defined interior space. 
Weyerman defines a history painting as ‘an assembly of many figures, acting 
out scenes from human life’. They may be placed in a group, ‘een knoop van 
Figuuren by malkanderen, of in het midden, of in de hoeken van een Schildery’ 
(a cluster of figures placed together, either in the centre of a painting, or in its 
corners)? This may sound rather formalistic, but Weyerman does not clearly 
distinguish between ordinantie (composition) and vinding (invention) or 
verkiezing (choice). For art historians, versed in the theory of art, this is a fun- 
damental difference, but for an art critic, the abstract idea behind a work of art 
does not exist apart from it realisation in paint on panel or canvas. 

In some cases, however, Weyerman clearly indicates the difference. 
Speaking about Jan Steen, the author says that ‘sometimes he had very un- 
common and elevated ideas, representing his stories in an amazing way’. The 
example demonstrating this is a scene of Christ and the Disciples of Emmaus, 
in which the painter radically breaks with the pictorial tradition.! (figure 30) 
‘One can truly say, that he (Steen) made this work of art with the utmost 


10 JCW V:371-375 (Hardimé); 111:162-163 (Van der Hulst). 
11 De Vries 2011 Beauty, 37 and note 67. 

12 _ JCW 1:27. 

13 De Vries 1997. 
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FIGURE 30 J. Steen, The disciples of Emmaus, canvas, 134 x 104 cm., Amsterdam, Rijksmuseum 


Downloade 
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exertion of his mental powers’.4 In the comparison between Rubens and Van 
Dyck, the last-mentioned’s compositions (t’ zamenstellingen) are praised as 
perfect, whereas his ‘vinding’ (invention) is less rich and ‘geestryk’ (creative) as 
his master’s. Rubens’ works, on the other hand, are characterised by the elat- 
edness of his compositions and inventions. Furthermore, Jacques Stella and 
Jacques de Roore are praised for their grand inventions. 

Apart from these five cases, Weyerman limits his comments to the arrange- 
ment of forms in a composition, without referring to the concepts they trans- 
mit. In the work of narrative painters, the composition is largely determined by 
the distribution of human figures over the picture plane and the pictorial space. 
Govaert Flinck’s painting in the Amsterdam town hall, representing Solomon 
praying for Wisdom, is not just a grand and glorious composition, its figures are 
wisely united.!6 (figure 31) Here Weyerman uses the word ‘koppeling, which 
means the creation of coherence in a group of figures. The Last Judgement by 
Hendrik Herregouts in the Sint Anna Church in Bruges is praised for its ‘ver- 
standige verdeeling’ (clever distribution) of forms with a grand ‘koppeling’ or 
grouping of its figures. In his narrative paintings, Caspar Netscher placed his 
figures with discernment. Jacob Penn was excellent in the arrangement of his 
figures. Theodoor van Pee made a ceiling in which the groups of figures were 
judiciously placed.!” Some painters of large-scale history pieces with (nearly) 
full size figures are praised for their grand or ‘kloek’ (robust) designs. One of 
them is Mattheus Terwesten, who had an antique and grand taste in making 
compositions.!8 Arnoldus Verbuys and Nicolaas van de Leur are singled out as 
painters who are not good at assembling compositions.!9 

Although portrait painters do not make their figures tell a story, they too 
have to pay attention to the placement of their protagonists; Carel de Moor and 
Cornelis Troost did so very satisfactorily.?° The staffage figures of the painter of 
landscapes and cityscapes Jacob van der Ulft were well ordered and grouped 
inventively.2! Weyerman’s remarks about the composition of landscapes are 
mostly of a very general nature. It is appreciated when an artist keeps varying 


14 JCW 11:347-366. 

15 JCW V:234-237 (Rubens); v:229-234 (Stella); v:384-385 (De Roore). 

16 JCW [I:128=136. 

17 JCW 111:337-339 (Herregouts); v:124-140 (Netscher); v:328-329 (Penn); v:391-402 (Van 
Pee). 

18 = JCwv:158-181. 

19 JCW 111:265-272 (Verbuys); 111:287-291 (Van de Leur). 

20 _ JCW va~ (De Moor); v:107—110 (Troost). 

21 JCW II:251-252. 
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FIGURE 31 G. Flinck, Solomon’s prayer, canvas, 465 x 450 cm., Amsterdam, Royal Palace 


his compositions, notwithstanding his large production. The same aspect of 
the production of flower still lives did not escape Weyerman’s attention. 

One of the Dutch words Weyerman uses to indicate a painting’s composi- 
tion is schikking (arrangement). Of course, arranging flowers in a vase and ar- 
ranging forms on the surface of a canvas or panel are not the same. But here, 
more than in any other specialty, Weyerman speaks about the depiction as if 
it were identical with the depicted object. Comparing Pieter Hardimé with 
his older brother and teacher Simon, Weyerman chooses junior as the better 


Lyckle de Vries - 978-90-04-42187-5 
Downloaded from Brill.com1 1/09/2020 11:18:32AM 
via free access 


98 CHAPTER 5 


artist.22 The difference between the brothers is mostly determined by their 
compositions. Simon’s ‘schikking’ or ‘zamenstelling’ (composition) is some- 
what gloomy, his backgrounds are too dark, and he does not combine larger 
flowers with smaller ones, ears of wheat, butterflies, et cetera. Accessories of 
marble, semiprecious stone, gold and silver are avoided. Pieter, on the other 
hand, ‘variegated his bouquets with a great diversity of well arranged flowers’. 

The composition of flower pieces gets Weyerman’s attention mostly when 
he notices imperfections. Although Gaspar Peeter Verbruggen is praised for 
certain aspects of his work, his compositions are disappointing.?3 ‘Beautiful 
colours, arranged and combined without discernment or houding.... We can 
compare this Pedro’s flower pieces with nothing better than ... a toppled book- 
case: something good here and there, but who would be prepared to go and 
find it in such a state of disorder’? Claes de Heem ‘had a rather insipid style, 
and was not good at making compositions. Weyerman saw a disappointing 
still life by Willem de Keyser in which the composition had not been properly 
thought out. Because he lacked the creativity to vary his very meagre com- 
positions, Elias van den Broeck was ‘no wizard in art. When one sees one of 
his works, one sees a hundred. This was the problem also with Peter Casteels; 
‘since he nearly always made the same compositions ... the art lovers let him 
down, ignoring his works’.24 

When Weyerman saw an excellent composition, he often praised it without 
specifying what precisely made it so good. He speaks of bouquets that were 
well arranged, loosely put together or cleverly arranged, arrayed or variegated. 
Compositions by Jan Baptist Bosschaert and Simon Verelst are grand, even 
when they are small scale.25 More than once the words composition and Aoud- 
ing are spoken in the same breath; understandably so, since houding is the 
contribution of colours, and especially their combination, to the suggestion of 
three-dimensionality. 


3 Human Figures 


When an artist designs a composition, his building blocks are human figures, 
at least when he is creating a history painting, a genre scene or a portrait group. 


22 JCW V:371-375 (Pieter); 111:245-248 (Simon). 

23 JCWIII:220-228. 

24 JCW 111:387 (De Heem); v:270-271 (De Keyser); 111:211-212 (Van den Broeck); v:33-35 
(Casteels). 

25 JCW 111:339-341 (Bosschaert); Iv:44 (Verelst). 
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It is quintessential that his figures are drawn correctly, but Weyerman hardly 
ever uses the word anatomy. One kneeling figure in a Bruges altar piece, seen 
from the back, is singled out for its correct physical structure. A monumen- 
tal work in Antwerp’s town hall is remarkable for the poor anatomy of its 
figures.?® When Mattheus Terwesten is praised for his male figures, ‘in which 
the movements of the muscles and the rotation (of the joints) are amazingly 
well observed; it is unclear if Weyerman is thinking of Terwesten’s drawn stud- 
ies, or the figures in his monumental paintings.2” Somewhat more frequently, 
Weyerman speaks of the ‘vast’ (firm) or ‘fix’ (vigorous) way in which figures 
are drawn. Some figures have a beautiful or firm contour. Leendert van der 
Cooghen’s figures are ‘wel gesteld’ (well placed, well postured); this term seems 
to refer to the way in which models posing in the nude were put in the required 
attitude during drawing classes in an academy.?® These models should not be 
used indiscriminately, however. When Adam looks like Hercules instead of 
Apollo, the artist shows his lack of erudition.9 

Some portrait painters are criticized for the fact that they are good at ren- 
dering faces, but nothing else. Weyerman, however, pays much attention to the 
way in which portraitists make their figures stand. In France, Leonard Francois 
Louis got to know the ‘losse manier’ (free style) of Rigaud, Largilliere and others, 
which brought him success in The Hague, Rotterdam and elsewhere.®° Thus he 
distinguished himself from the common Dutch portrait painters who made 
their models stand as lithely as the crook of a swine-herd. Cornelis Jonson 
van Ceulen did not profit as fully from the foreign influence he underwent, as 
could have been.*! He did not have ‘den lossen zwier’ (the free elegance) of Van 
Dyck, nor the ‘onbedwongen’ (unassuming, unaffected) but firm contour of his 
example. Luckily, some Dutch portrait specialists deserve to be praised for the 
way in which they place their full-length life-size figures firmly on the ground 
(wel en vast planten). The work of some genre painters is remarkable for the 
same quality, although their figures have no similarity with the academy mod- 
els of Leendert van der Cooghen. The anatomy and movements of the little 
known Balthasar van den Bossche are very poor but, according to Weyerman, 
the painter was very successful all the same in a very restricted area.32 


26 JCW 111:337-339 (Bruges); v:387 (Antwerp). 
27 JCW Va58-181. 

28  JCWII:93-98. 

29 JOW II1:367-372. 

30 JCW V:363-370. 

31 JCW V:326-327. 

32 JCW III:355-358. 
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4 Pictorial Space 


Among the subjects Weyerman calls melancholic are the ones chosen by 
Pieter van Bronckhorst. This little known artist painted ‘temples and places 
of worship’, id est fantasy architecture in mathematical perspective. Probably, 
Weyerman called his work ‘het zwaarste’ and ‘droefgeestigste’ (most difficult, 
most melancholic), not because of the subject matter but because of the 
cumbersome production process. In the life of Peter Neefs Weyerman says 
that painting architecture is ‘een lastig beroep’ (an arduous profession), de- 
fined by strict principles.33 The application of mathematical perspective in 
depictions of fantasy architecture or existing church buildings was, above all, 
time consuming, which made paintings by specialists such as Saenredam and 
Houckgeest very expensive. The number of specialists in this field was lim- 
ited. In most other cases painters created their works without ruler or com- 
pass but there is an exception. In the sixteen fifties Nicolaes Maes, Samuel 
van Hoogstraten and Pieter de Hooch began to use mathematical construc- 
tions in their interiors with urban genre scenes.34 Weyerman did not comment 
on this important innovation, but he noticed that the furniture in Jan Josef 
Horemans’ interiors was rendered ‘volgens de Doorzichtkunde’ (in accordance 
with perspective).5 In a number of the painter's genre scenes a floor of square 
tiles betrays his working method. (figure 32) 

To create a convincing illusion of pictorial depth, painters used ‘houding’, 
which in most cases made other methods superfluous. ‘Houding’ is the contri- 
bution of colours and their arrangement to the suggestion of three-dimension- 
ality. Its effect may sometimes be hardly noticeable, but it is very conspicuous 
when it is imperfect. The colours of Gaspar Peeter Verbruggen’s flowers, for 
instance, are not too bad, but they are combined indiscriminately, ‘without 
houding. The flashing colours are distributed haphazardly, just as a catho- 
lic village sexton does with the gaudy images of saints’.36 Apparently, flower 
painters did not always see ‘houding’ as an essential aspect of their work. Jacob 
Campo Weyerman himself was trained by Ferdinand van Kessel and Simon 
Hardimé, but only much later his London friend Jan Pieters taught him how 
to create ‘houding, in which I was as proficient as a planter from Curaçao is in 
civilised learning’.?’ Although Nicolaes van Verendael is called a Konstzon (sun 


33 JCW 1:339-340 (Van Bronckhorst); 11:9 (Neefs). 

34 De Vries 2005, 114-139. 

35  JCW111:358-359. 

36 = JCW III:220-228. 

37 JCW I11:291-303 (Van Kessel); 111:245-248 (Hardimé); v:470—471 (Pieters). 
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FIGURE 32 J.J. Horemans, A cobbler and a lace maker, canvas, 50,5 x 59,6 cm., 
Present whereabouts unknown 


of art), and is praised for his handling of the brush and his compositions, his 
‘houding’ is not as it should be.38 The colour of his white roses and white pop- 
pies is too cold and the green of his leaves is barren. Most other flower painters 
are praised for their ‘houding. Among them, Abraham Mignon is lauded for his 
inimitably beautiful ‘houding’ in an elaborate composition with many differ- 
ent colours: his Flower Still Live with a Cat.?? (figure 33) 

The use of ‘houding’ in other specialities is discussed in an unsystematic 
way, almost haphazardly. Here again, shortcomings get more attention than 
success. It is remarkable that the genre painter Gijsbert Andriesz. Verbrugge is 
praised for his ‘houding, although his colouring is imperfect.*® When the por- 
trait painter Jean-Baptiste Millé tried his hand at a monumental ceiling with 
large figures, he turned out to have no abilities in ‘verkorting’ (foreshorten- 
ing), ‘afwijking’ (suggestion of distance) or ‘houding’.*! Clear skies and warmly 


38 = JCW III:234-236. 
39 JCW 11:392-395. 
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ul 


FIGURE 33 A. Mignon, Flower still life with cat, canvas, 89,0 x 70,0 cm., Lyon, Musée des 
Beaux-Arts 


tinted foregrounds are essential for the ‘houding’ in a landscape, but in this 
respect the painter of battle scenes Constantyn Francken failed.42 When seen 
from some distance, Jan van der Heyden’s cityscapes have a strong ‘houding’, 
which must have amazed Weyerman since the artist elaborated his details so 


42  JCWIII:273-274. 
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meticulously.43 Implicitly he seems to compare Van der Heyden favourably 
with the fine painters he despised. 


5 Reddering 


Forms and colours have to be distributed with care, but light and shade no 
less. Neither colours nor shadows can exist without the objects to which they 
belong. An artist does not paint red, but roses or sunsets or dresses. The colour 
is inseparable from the subject matter and the shadow is inseparable from the 
coloured object. An object may cast a shadow on the ground or on another 
object when (the effect of) a light source is indicated more or less clearly. It 
depends on the type of composition whether or not this ‘slagschaduw’ plays 
an important role. Depending on the direction of the light, parts of an object 
will seem to be brighter, others darker. This ‘eigenschaduw’ (shadow on the 
object itself) is essential for the suggestion of solid volumes. The desired effect 
is created by using different ‘tinten’ (shades) of the same colour for an object’s 
surface. The suggestion of depth in a composition is enhanced by choosing 
the right shades for objects placed farther away or nearby. The technical term 
applicable here is ‘reddering’: light and dark as an aspect of the overall compo- 
sition, and its contribution to the suggestion of three-dimensionality.44 

‘Schikking’, ‘houding’ and ‘reddering’ were not created separately in a 
seventeenth-century studio, and an art critic mostly has no reason to distin- 
guish between the three, unless an exceptional good painting or a very dis- 
appointing work catches his attention. Weyerman’s eulogy for Simon Verelst, 
an almost perfect painter of flowers, touches upon all three aspects in their 
interrelation. Verelst ‘composed his flower pieces so judiciously, that one has 
to love them equally for their glorious ‘houding, as for the charming lights 
and shadows he applies in them’ In London, Weyerman witnessed an auction 
where a painting by Verelst was sold for some five to six hundred guilders: ‘the 
red roses seemed to be conjured up by magic rather than painted, and one saw 
the sun playing over their broad leaves’. A painting in the collection of Herman 
Boerhaave, showing two autumn crocuses, was ‘verstandiglyk geschikt’ (clev- 
erly arranged), since the painter created a sunlight effect, leaving the lower 
part of the painting in the shade.*5 


43 JCWII:391-392. 
44 DeVries 2011 Beauty, 34-39. 
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There is amazingly little room in the Levens-Beschryvingen for the 
Caravaggisti, and when one of them is discussed, it is not for his use of light 
and dark. The long biography of Rembrandt has two remarks on his clair- 
obscure, made as in passing. The first appears in a paragraph on the seemingly 
unfinished character of Rembrandt's later paintings, the second in a passage 
on the master’s depiction of female nudes. In both cases, Weyerman noted that 
Rembrandt highlighted important details by obscuring their surroundings; in 
his opinion the famous artist had gone too far. 

The use of lighting contrasts, as a means to suggest volume in a ‘tronie’ (head 
study), is demonstrated with two examples from Rembrandt's oeuvre. In one of 
these, the head seems to come forward, out of the canvas to address the specta- 
tors. The second example is extensively discussed, not in Rembrandt's biogra- 
phy but in Jacob van Campen’s.*¢ The host of a Breda coffeehouse, who owned 
a work by either artist, told Weyerman that Van Campen made his Shepherdess 
when he felt challenged by Rembrandt's reputation. For his painting he used 
two strong colours, red and yellow. All the same, the face and the hands of the 
woman stood out strongly from the overall image. Thus Van Campen demon- 
strated that one did not have to overshadow everything to make a face stand 
out from its surrounding, as Rembrandt used to do. Moreover, Van Campen’s 
women had a healthy blush, whereas Rembrandt's faces look like ‘anae- 
mic phantoms’. Weyerman thought up this anecdote, I guess, to emphasize 
his choice in the discussion about the ‘bruyne’ (dark) style and the ‘heldere’ 
(bright) manner. Van Campen’s classicistic work certainly had its merits, but 
the light and shadows in Rembrandt's head study ‘were so strong and well- 
chosen, and the ‘houding’ especially had been so carefully observed, that one 
saw Rembrandt's work as soon as one entered the coffeehouse’, whereas one 
had to look afterwards for Van Campen’s painting. 

Not amazingly, Rembrandt's follower Arent de Gelder is praised for his ad- 
mirable clair-obscure. He too, used it to create volume in heads. Weyerman’s 
example is a portrait of the sculptor Hendrik Noteman: ‘a hand holding a ham- 
mer was painted with so much roundness, that it seemed to protrude from 
the painting’. (figure 34) A portrait by Godfried Schalcken, hanging next to the 
Noteman, seemed to be as flat as a Shrovetide pancake.*’ (figure 23) 


46 JCw 11:28-42 (Rembrandt); 111:217-220 (Van Campen). 
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FIGURE 34 A. de Gelder, Portrait of Hendrik Noteman, canvas, 72,0 x 62,0 cm., Dordrecht, 
Dordrechts Museum 


6 Colouring 


A painter’s preference for a certain gamut of colours, his colouring or palette, is 
one of the main characteristics of his personal style. But mostly, personal styles 
are related in certain ways to more general stylistic phenomena. As we saw 
above, in the seventeenth century one of these was the contrast between the 
‘bruyne’ style and the ‘heldere’ manner. Weyerman believed that both could 
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exist side by side; his choice depended on the qualities of individual works of 
art, not on generalisations. Others had the same attitude, apparently. Jacob van 
der Does and Karel Dujardin remained close friends, notwithstanding frequent 
disputes on their conflicting preferences.*® 

Roelant Roghman befriended Gerbrand van de Eeckhout and Rembrandt, 
Weyerman says, without speaking of master-pupil relations. The ‘houding’ of 
Roghman’s landscapes was good, but his brushwork was rather rough and his 
colours were ‘too roasted or too tawny’. Because he followed his master’s ex- 
ample so faithfully, Van de Eeckhout was one of Rembrandt's best pupils, but 
Weyerman noticed that Gerbrand’s backgrounds were somewhat lighter than 
Rembrandt’s. The preference for a dark palette is not specific for Rembrandt’s 
circle; it should rather be called the characteristic of a whole generation, of 
which the Pynas brothers are representatives. Weyerman criticised Jan Pynas’ 
colouring as somewhat ‘Arabic’, leaning to the dark side, ‘in which Rembrant 
van Ryn followed him.*9 Style is the result of the painter’s choice among the 
many possibilities his surroundings offer him. Jan Griffier was Roghman’s 
pupil, but soon enough he understood that a landscape should have a bright 
colouring. Thus he decided to imitate the style of Johannes Lingelbach and 
Adriaen van de Velde, which made Roghman remark: ‘I can easily see, Jantje 
Griffier, whom you visited recently’. Somewhat earlier than Lingelbach and Van 
de Velde Jan Asselijn was ‘one of the first who brought the clear and bright 
manner of painting landscapes from Italy to the Netherlands’? 

As the example of Roghman demonstrates, the ‘bruyne’ colouring could 
result in a tendency to monochromy. The opposite, the ‘heldere’ palette, was 
perfect for brightly lit landscapes, but not for all purposes. Many history paint- 
ers favoured colours with a greater intensity and warmth, which they called 
‘gloeiend’ (glowing). Govaert Flinck coloured his work in the Amsterdam town 
hall ‘krachtiglyk’ (with strength, intensity), without using any hard or ‘bonte’ 
(motley, conspicuous) colours. Jacob Jordaens’ oeuvre is characterised by its 
glowing colours, for which Weyerman praised him unconditionally.>! If I am 
not mistaken, the glowing palette was seen as typical for the Brabant school 
around Rubens. One of the good qualities of the somewhat later painter 
Jacques de Roore was his glowing colouring, Weyerman said. (figure 35) Two 
decades later Van Gool criticized De Roore for his manner of painting that was 
‘wat paersachtig en in de gemeene Brabantsche coleur’ (somewhat purplish 


48 JCW 11189-193. 
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FIGURE 35 J.I. de Roore, Allegory of Maximilian Emanuel of Bavaria, 1716, canvas, 
60 x 80,5 cm., Antwerp, Royal Museum of Art 


and of the usual Brabant color).5* In his answer to a pamphlet by the art 
dealer Gerard Hoet jr., Van Gool elaborated his verdict on De Roore, censur- 
ing his ‘gemeene verfachtige Couleur, daer zyne meeste landszaeten, zedert de 
Rubiaensche School te niet gegaen is, mede besmet zyn (a mean painty colour, 
which tainted most of his compatriots since the Rubens school perished).5? 

A good colouring is not an end in itself. The colours, more than any other 
aspect of a painting, should mirror reality to perfection. Painters who came up 
to Weyerman’s standards are praised for their natural colouring. Carel de Moor, 
a portrait and history painter, equalled nature with his colouring, thanks to his 
mental powers. The portraitist Caspar Netscher did the same, which meant 
that his style did not develop into a personal mannerism.* The required result 
does not depend on the colours exclusively, but also on the way in which the 
paintbrush was handled. 
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The imperfections Weyerman notices help the reader to understand what he 
saw as a perfect colouring. The flower painter Peter Capuyns handled his green 
leaves broadly and coloured them well. Not everyone has a talent for painting 
green leaves in such a way that they look natural, Weyerman remarked to praise 
Capuyns. The landscape painter Pieter Rijsbraeck had many good qualities but 
in some cases his trees are far too green (bar groen); this means, I assume, 
that the colours made themselves noticed instead of ‘fading in’ with the image 
of reality they were meant to evoke. Willem van Drielenburg’s landscapes are 
similar to those of Jan Both, but they are painted and coloured less playfully 
and elegantly (dartel, zwierig).5> Here again, the natural effect is supposed to 
result from the combination of brushwork and colouring. 

A painter’s palette may indicate his stylistic preferences, but also the quality 
of his output. This is the case when Weyerman criticises someone’s work as 
greyish (graauw), cold, grimy (bemorst), or darkish (duister). One of the causes 
of this disappointing result may be the lack of variation within fields of a single 
colour. Colours should be broken or toned down to create a range of shades. 
They should also be tempered by mixing in different colours. Among the many 
artists who did not come up to Weyerman’s standards, was Cornelis Schut, 
whose work was greyish (wat graauw van koloriet). The late work of Anthony 
van Dyck was disappointing because of its pale and lead like colour and the 
colouring of Lely’s portraits was somewhat too green.°® 

After a period of time, the materials used or the technique applied may 
cause one of the shortcomings indicated above. Selling copies as original 
works of art was a common method to cheat collectors, and when paintings 
get darker with time, it gets more difficult to see the difference between the 
example and the copy.5” Jan van Goyen’s landscapes look somewhat greyish 
because a blue pigment he used, ‘Haarlems blaauw’, turned out to be unstable. 
The ‘blaauwe Engelsche asche’ (a blue pigment) in Joris van der Hagen’s trees 
and plants turned black. Joseph Vervoort had no problems, since he used ultra- 
marine for the skies of his landscape, instead of smalt or Prussian blue.®* Blue 
was a problematic colour and so was black. Ary Verveer used ‘beenzwart’ and 
‘lampzwart’ in his skin colour, which made it too tawny. Cornelis de Baeilleur 
did the same, adding ‘bruyn-rood’, a red earth pigment, which gave his Christ 
a Moorish appearance. Herman van der Mijn used ‘beenzwart’ in a set of 


55 JCW v:97 (Capuyns); 111:214—217 (Rijsbraeck); 11:227-228 (Van Drielenburg). 
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FIGURE 36 G. A. Pellegrini, Apollo (ceiling painting), canvas, 188 x 260 cm., The Hague, 
Mauritshuis Museum 


portraits to indicate the shadows of the sitters’ clothes, which made an unnat- 
ural impression.59 

Casparus Smits knew that his paintings would discolour soon after he sold 
them, since he painted them in grisaille, only superficially adding ‘schoone’ 
(pure) colours to give his still lives a cheerful and sparkling appearance; thus 
he cheated his patrons.®° What Pellegrini did was no fraud, but his working 
method seems to come close to it. He was famous for painting fast, which his 
patrons appreciated highly, but his speed was made possible by working super- 
ficially with cheap materials. Weyerman expected Pellegrini’s paintings to be 
‘discernible for clairvoyant people only’ after some two or three years, since he 
used oil of turpentine as rashly as thievish bakers use rainwater to compensate 
for the lightness of their weights.® (figure 36) 


59 JCW 11:48-49 (Verveer); 111:230 (De Baeilleur); v:353-357 (Van der Mijn). Beenzwart is 
a black pigment, made by slowly burning animal bones. Lampzwart is a black pigment, 
developing in slowly burning oil lamps. 
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7 Handling of the Brush 


An art critic is expected to pronounce a well founded opinion on a painting’s 
attribution and authenticity. Weyerman knew from his own experience how 
much in a large studio could be left to apprentices and assistants. High quality 
copies of portraits sometimes were made in the same studio as the original, 
sometimes elsewhere. Making copies was a standard element of the training 
process of young artists. These copies, and free inventions made under the 
master’s guidance, frequently were traded as works of the master himself. 
Some artists never lost the style of the better artist who once trained them. 
Art dealers did not hesitate to upgrade the work of followers by attributing it 
to the imitated master. Weyerman gives numerous examples of copies sold as 
authentic works, of imitations bearing the name of the imitated artist. His pro- 
nouncements on this subject are somewhat ambiguous. When a young painter 
emulates his master and indeed is able to equal him, this is laudable per se. But 
inexperienced collectors may easily be deceived, and many art dealers knew 
that the world wants to be deceived. Weyerman tells about two outright cases 
of fraud that well may be authentic, although the author’s narrative style can 
make the reader take them for two of his many amusing anecdotes.®? 

When the imitation comes close to its example, the minute difference in 
brushwork is the most telling signal alarming the critic. In other cases too, the 
handling of the brush is the most revealing aspect of a master’s personal style. 
In his 1707 treatise, De Lairesse stated that only paintings in which no per- 
sonal manner is discernible are perfect: ‘this is undoubtedly to be regarded 
as the right manner’. Young painters and apprentices should imitate ‘the best 
works by the most famous masters in which no particular manner can be seen’, 
id est Raphael and Poussin.®? As a theorist Weyerman seems to have agreed, 
but as an art critic he had a weak spot for Rembrandt and his idiosyncratic 
brushwork. Comparing paintings by Jacob van Campen and Rembrandt, 
Weyerman did not unconditionally choose the side of classicism. Heyman 
Dullaert imitated Rembrandt's style so closely that connoisseurs could not 
see the difference.°* The work of the pupil was ‘naturally painted, had a beau- 
tiful houding and, what is the most important, was ‘behandelt op Rembrants 
schilderwijze’ (treated in Rembrandt's manner). The words handeling and 
behandeling (treatment) indicate an artist’s handwriting. A painting by the 
Breda painter Van Bergen, who died at a young age, followed Rembrandt’s 
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FIGURE 37 A. de Gelder, David and Abimelech, canvas, 90,8 x 132,4 cm., Los Angeles, 
The J. Paul Getty Museum 


manner so closely that only the best connoisseurs could see the difference; his 
Flight into Egypt was ‘mals in de verf geschildert’ (lushly painted).® 

The peculiarities of this manner are more broadly discussed in the biogra- 
phy of Arent de Gelder, who was said to have painted some parts of his work 
with his fingers.* Other details were created by scratching with the handle of a 
brush in the wet paint, ‘zijnde het verwonderenswaardig hoe krachtig zich zulks 
vertoonde op een zekere tusschenwijdte’ (it was amazing how striking this was 
when seen from a certain distance). In Weyerman’s days the Rembrandtesque 
style had become a rarity, since most pupils ‘tot het glad en zuyver schilderen 
overgingen’ (switched over to the smooth and clear manner). Apparently, the 
fact that De Gelder did not do so was no reason to criticize him. (figure 37) 
Sometimes, however, Rembrandt went too far. When the great master elab- 
orated some details of a composition very far (uytvoeriglijk doorschildert), 
whereas other parts were sketched loosely with a few brushstrokes, Weyerman 
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found the result ‘niet zeer bevallig’ (not very graceful). The context indicates 
that the variation in handwriting was meant to strengthen the suggestion of 
space and volume. Rembrandt subordinated his brushwork to the houding. 
His pupil Roelant Roghman is praised for his houding too, but he painted ‘vry 
ruuw’ (rather roughly) which refers to the unevenness of his paint surface.” 
Roughness of the paint surface was appreciated when it helped to give the 
painting a striking effect when seen from a certain distance, but some painters 
simply went too far: Johann Melchior Roos painted animals so thickly that they 
could be lifted up by the tail and Johan Starrenberg’s ceilings were painted so 
roughly and harshly that his work seemed to be made in anger.®* 

The brushwork of Carel de Moor was gentle (lieffelijk), gratifying 
(streelende), elaborate and courageous. He was convinced that free and brave 
touches of the brush were essential, and in the last stage of his work he there- 
fore added the highlights and deepest shadows with a bold brush, thus com- 
pleting his elaborate portraits. In this way he disguised the demanding art, the 
time and the industry he spent on his works. ‘This treatment stimulates the eye 
in a more pleasing way than the over courageous brush strokes of Rembrandt, 
Arent de Gelder and similar rough painters’. This praising review echoes the 
words Houbraken and Weyerman put in Frans Hals’ mouth: ‘Nu moet er iets 
gedaan worden om den Meester te doen spreeken’ (now something should be 
done to express the master). He supposedly said so when completing his ten- 
derly painted portraits with some masterly touches. Freely quoting Anthony 
van Dyck, Weyerman praises the brushwork of Frans Hals as strong, natural 
and ‘stout’ (courageous).®9 Hals’ pupil Vincent Laurensz. van de Vinne closely 
followed his master’s courageous and masterly handeling.”° A limited number 
of artists is lauded for their ‘krachtig’ (strong), courageous and ‘fix’ (vigorous) 
brushwork. But the example of Dou, Van Mieris and their many followers was 
predominant in the art world of the early eighteenth century. 

Frans van Mieris exemplifies the opposite of Hals’ and Rembrandt's broad 
and rough brushwork. After a training period in Gerard Dou's studio, Frans’ 
father sent him to Abraham van den Tempel to learn how to paint ‘kloek’ 
(vigorously). But the student went back to Dou, because he preferred the 
‘uytvoerig’ (richly detailed) manner.” 
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Style is not an end in itself. A painter’s brushstroke, as an aspect of his 
personal style, should evoke a convincing image of aspects of reality as ob- 
served during the preparation of the final work. The artist has to adept the 
movements of his brush to the character of the objects he wants to depict. 
Frederik de Moucheron, for instance, drew and painted trees in a ‘losse, dar- 
tele, en spartelende wijze (free, playful, sprawling manner). When Allaert van 
Everdingen painted the foam and spray of waves splashing against steep cliffs, 
he suggested the moving water with touches and ticks of his brush. Philips 
Wouwerman’s brushwork was tender and nice, ‘als met de punt getoetst’ 
(touched in with the tip of the brush). Gerard Dou worked with more vigour 
than the fine painters imitating him, ‘dewijl hy kloeker met het penseel heeft 
getékent en getoetst’ (since he more vigorously drew with his brush and placed 
his touches).’? This is Weyerman’s conclusion after an extensive description 
of Dou’s famous triptych (now lost) in which the stofuitdrukking gets much 
attention. The word drawing suggests that the strokes made with the tip of the 
brush remain discernible. 

Gerard de Lairesse associated flower painting with the quality of natural- 
ness. In the chapters on still lives of his Schilderboek, the flower painters are ad- 
dressed with the words ‘your tender (mals) brush, directed by an experienced 
hand, can seize their (fruits, flowers) likeness naturally’. The right way of han- 
dling the brush, he states, will create the impression ‘that all those colours fuse 
and are so closely united that the one cannot be separated from the other. This 
is meant by a fluent (vloeijend) and tender (mals) brush’. In the part dedicated 
to flower painters especially, the importance of a tender brush is once more 
emphasized. Naturalness, in other words, has to be suggested with a fluent and 
tender brush.’ Weyerman fully agreed with De Lairesse in believing that the 
constitutional law of working naar het leven (after reality) applies to the de- 
piction of flowers more than to any other subject. In this respect, Jan Brueghel 
deserves the highest praise, because his painted flowers, plants and trees equal 
their living counterparts. Jan Davidsz. de Heem ‘was one of the finest painters 
of flowers and fruits who imitated and indeed equalled the generous Nature 
with common pigments.”4 


72 JCW 11:332-333 (De Moucheron); 11:178-179 (Van Everdingen): 11:157-163 (Wouwerman); 
11113-120 (Dou). 

73 GdL ru; 11:265, 356. 

74 JCW 1:346-349 (Brueghel); 1:407—412 (De Heem). 
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Not just flowers, but every type of subject should be painted with its ap- 
propriate handeling. The sky in a marine or a landscape, for instance, can be 
treated ‘flodderachtig’ (breezely) or ‘vrymoedig’ (frankly). Sometimes a flower 
painter can be praised for his beautiful, broad and breezy manner. The waves of 
the sea should be transparent as crystal. But transparency is appreciated also 
in the work of a genre painter or a landscapist. The work of successful special- 
ists of flower still lives is painted as thin as water, and done with a clear, quick 
and playful brush. Not one out of a hundred history painters is able to excel as a 
flower painter, because they cannot grasp the transparency of the vernal treas- 
ures, or the required nimbleness of the brush.’ Specialists in different fields 
who lack the required nimbleness and playfulness are criticized because their 
work is too hard, ‘getrokken’ (linear), ‘dor’ (insipid), sharp, ‘schraal’ (meagre), 
or stiff. Their touches lack vigour and in very serious cases, such as Balthasar 
Denner’s, their work is done ‘zonder geest, noch oordeel’ (without sense or 
discernement).7® (figure 38) Weyerman uses a wide range of epithets, mostly 
positive, that are neither clearly defined nor easy to translate. In general, their 
meaning does not seem to conflict with what I said in this paragraph. 


8 Welstand 


In a really good work of art, its different qualities reinforce each other, and it 
is not always easy to pinpoint what each separate feature contributes to the 
overall impression of beauty. Weyerman considers Carel de Moor as the great- 
est painter of his time: ‘this famous history and portrait painter understood 
light and dark amazingly well, and he applied his skills chiefly to bring out all 
his objects through their comparison. Thus he unites them in the centre of 
a beautiful gelykstemmigheit (concinnity). He did so, I believe, by judiciously 
studying the characteristics of the different colours and their contrasts’.”” 
De Moor’s understanding of the character of the different colours was 
highly important for the ‘eenstemmigheid’ (unison) he created in his works. 
Weyerman’s musical metaphors indicate that De Moor created coherence and 
interaction between all components of his paintings, which resulted in the 
best possible quality of his work.’* In this optimal result no single element 


75  JCWv:g9. 

76 _ JOWIV:54. 

77 _ JCW V1-27. 

78 Compare Jcw 1:44: We think that a painting offers harmony, as in music, and whoever 
does not comprehend this, should try and grasp it. 
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FIGURE 38 B. Denner, Study of an old man, 1726, canvas, 37,0 x 31,5 cm., Vienna, 
Kunsthistorisches Museum 


makes itself noticeable to the loss of other components. The common Dutch 
word for this phenomenon is welstand.”9 

The welstand in Karel Dujardin’s religious works was enhanced by his dis- 
tribution of light and dark. Caspar Netscher used accessories such as ‘archi- 
tecture, landscapes, fountains, sculpted reliefs, objects of gold or silver and 
luxury household goods’ to improve the welstand of his narrative paintings 
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and portraits. His sons Theodoor and Constantijn reached an ‘aangename 
eenstemmigheit’ (nice unison) in their portraits. The background landscapes 
Lankrink painted for Sir Peter Lely’s portraits showed a ‘schoone overeenstem- 
ming van alle deelen’ (beautiful agreement of all parts).8° 

Not everybody was able to reach this perfect balance, however. Weyerman 
is very positive about the many small copies David Teniers made after famous 
Italian masters, but not unconditionally. Teniers’ drawing style is characterised 
by a certain curtailment or narrowness, and ‘connoisseurs know that Teniers’ 
conspicuous grey is foreign to the art works of the Italian painters. This grey 
has a certain antagonism against the intensity and union of the colours, which 
these great men harmonized so skillfully in their works of art, colours astonish- 
ing us strongly nowadays as being inimitable’.®! 

This chapter is not followed by an alphabetical list with the translation and 
explanation of the words and expressions discussed above as forming part of 
Weyerman’s critical vocabulary.®” Such a project is made impracticable by the 
almost impressionistic freedom with which Campo uses his language. An off- 
print of these pages cannot serve as a guideline for visits to museums or the 
preview of an art sale. But this excerpt from the Levens-Beschryvingen may give 
the reader an intimation of the way art was discussed in the Golden Age of 
collecting. 


80 JCW 11:378-382 (Dujardin); v:124—-140 (Netscher sr.); v:152—153 (Netscher sons); v:211-218 
(Lankrink). 

81 JCW II:89-g1. 

82 Compare the vocabulary in: De Vries 2011 Beauty, 204-217. 
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Pliny, Durand and Weyerman 


It is not easy to reconstruct Weyerman’s ideas on the theory of art from the 
multitude of art critical remarks he makes in passing. I tried to solve this prob- 
lem by studying his paraphrase of Pliny’s chapters on the art of Greek and 
Roman painters, as handed down to him by the learned Durand. 

The literary genre of artists’ biographies goes back to ancient Greece and 
Rome, but in early modern times little was known about this tradition, apart 
from book xxxv from the Historia Naturalis. This encyclopaedia, compiled by 
Gaius Plinius Secundus maior (23-79 A.D.), offers such a wealth of informa- 
tion, on so many different subjects, that its usability seems to have guaranteed 
its nearly complete survival in a period when most of the sources summarized 
in the Historia Naturalis went lost. As a result, this book is the most important 
source informing us on the art of painting in antiquity. In the early modern 
period book xxxv, discussing painters and paintings from ancient Greece and 
Rome, was widely known among artists and art lovers. Not everyone could con- 
sult its text in a Latin edition, but this problem was solved with a number of 
translations. One of these was written by D. D. (David Durand); his Histoire de 
la Peinture Ancienne, extraite de Pline, Liv. XXXV was published in London by 
Guillaume Bowyer in 1725. Having left France because of his Protestant persua- 
sion, Durand lived in London where he was a minister.! 

Durand’s Histoire is not just a translation. Whatever supplementary infor- 
mation he could glean from literary and historical sources, Durand inserted 
in the text between square brackets or in innumerable footnotes, an extensive 
operation that resulted in an extended and improved edition of Pliny’s work. 
He approached his sources critically and with great erudition. I guess that his 
translation found its way to the libraries of scholars and men of letters, much 
less to painters’ studios. But already four years later a popularised Dutch ver- 
sion appeared: Jacob Campo Weyerman’s Disquisition on the Art of the Ancients 
that was integrated in his Levens-Beschryvingen.” 

There must have been practical reasons for the addition of the paraphrase 
of Durand’s version of Pliny’s chapter xxxv to the ‘update’ of Houbraken’s 
Schouburgh. The translation quickly and easily produced saleable pages of 
print. Weyerman must have guessed that there were enough readers among 


1 Fuchs Schilderkonst. 
2 JCW 1:31-169g. 
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the general public, having no command of Latin, who wanted to reread the 
anecdotes about Apelles, Zeuxis and all those others. These stories were fre- 
quently quoted when the qualities of artists from their own period had to be 
praised, and they were referred to in almost every printed text on art. But the 
fact that in his ‘translation’ Weyerman refers more than fifty times to well- 
known masters from the sixteenth and seventeenth century, indicates that 
the ancient example was seen as having great importance and topicality. His 
Greek and Roman vitae are part and parcel of a series of biographies, extend- 
ing into the author's own period, just as Het Leven der oude Antijcke doorluch- 
tighe Schilders (Lives of the old, ancient, illustrious painters) was in Karel van 
Mander’s Schilder-Boeck of 1604. I believe that the Disquisition should be read 
as Weyerman’s personal statement about art in general: its purpose, its value 
and its qualities. 

Comparing Weyerman’s Disquisition with an authoritative modern transla- 
tion of the Historia Naturalis, it became clear that the Dutch version is far from 
complete.* What would be too technical for a general Dutch audience was left 
out, as well as sections referring mostly to the history of Rome.® Durand, on the 
other hand, published the Latin text from the first to the last word, together 
with his unabridged translation, including all chapters on origin, name and 
use of pigments. 

Either Weyerman missed the meaning of Durand’s square brackets, not dis- 
tinguishing between Pliny and other sources, or he thought that all information 
on ancient art was equally important, whatever source it came from. The num- 
ber of footnotes in the Histoire de la Peinture Ancienne is enormous, in accord- 
ance with the publication’s scholarly pretentions. Weyerman copied some of 
these as footnotes, indicated with italic letters in round brackets. These notes 
mostly give historical information. A far greater selection of the Frenchman’s 
footnotes were integrated in Weyerman’s main text, which seems to confer the 


3 Weyerman only translated texts for which he could expect a large readership. This is the 
conclusion of Jac Fuchs who studies Weyerman as a translator. 

4 Pliny. The editors followed the numbering of paragraphs and chapters of Loeb. I refer to these 
number to identify quotes. I followed Pliny’s spelling of names of ancient artists, ‘correcting’ 
Weyerman’s capricious spelling. 

5 The following chapters are missing: 1 (The honour attached to painting), 2 (The honour at- 
tached to portraits), 3 (When shields were first invented with portraits upon them), 4 (When 
these shields were first placed in private homes), 6 (The antiquity of painting in Italy), 
7 (Roman painters), 8 (At what period foreign painters were first introduced at Rome), 
g (At what period painting was first held in high esteem in Rome), 10 (What pictures the 
emperors have exhibited in public), 1 (The art of painting), 12-31 (on pigments), 32 (What 
colours were used by the ancients in painting), 33 (At what time combats of gladiators were 
first painted), 38 (An effectual way of putting a stop to the singing of birds). 
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same authority on Durand as on Pliny. The reason for doing so may have been 
haste and carelessness, but this does not explain everything. Just as Weyerman 
would do, Durand tried to connect the ancient text with topical subjects from 
his own period. As a result, a number of the Frenchman’s opinions are pre- 
sented in the ‘Dutch Pliny’ as Weyerman’s personal statements.® 

Both authors stressed the respect that great rulers paid to great artists. In 
Pliny’s biography of Apelles, the painter’s excellent relations with Alexander 
the Great get due attention, especially the prince’s visits to the painter's studio. 
Alexander did so ‘to enjoy his charming conservation as well as to see him at 
work, thus being the first witness, so to speak of the miracles emanating from 
his brush’. In a footnote Durand elaborated: ‘In the same way Demetrius loved 
to see Protogenes at work. The popes Julius 11 and Leo x loved to see Raphael 
and Michelangelo at work. Louis x111 loved to see the painter Vouet at work 
and Louis xrv Mr le Brun’. Weyerman copied this note and integrated it in his 
main text, adding: ‘Oh, what a great difference there is between these royal 
sentiments and the mean ideas of the dipsomaniac members of Otje Arnoldi’s 
club, the friends of the Pauwkamer (peacock room)” 

When Apelles had to paint Alexander's mistress Pancaste, alias Campaspe, 
he was asked to do so ‘life size and in a certain way that was appropriate for 
those ages’. A footnote explains: ‘depicted in the nude, the text says. Weyerman 
also avoided the words nude and naked, writing instead that Apelles had to 
paint the beautiful woman ‘in puris naturalibus—in a purely natural state’. 
What happened to the artist, when he saw his sitter’s perfect body after she 
had taken off her clothes, is told extensively in one of the Uytbreyding’s most 
hilarious pages. This study in the behaviour of a man who is overtaken by lust 
and love is a free invention, not to be found in Durand’s prudish translation.® 

When Alexander visited Apelles’ studio, he loved to talk about art, but 
when he happened to say stupid things, the painter was brave enough to cor- 
rect him. ‘Then Apelles whispered his advice to change subject, saying: Don't 
you see these untaught boys, who rub my pigments, smirking about your ig- 
norant words?’ The French text has a long footnote discussing the truth of 


6 Asa rule, the fact that Weyerman translated a text means that he agreed with its contents. 
When he did not agree with certain passages, he felt free to make the necessary comments or 
changes, as Jac Fuchs noticed. 

7 DD 67-68 tant pour le voir travailler, & devenir le premier témoin, pour ainsi dire, des 
merveilles qui sortoient de son pinceau; DD 68 (note): Ainsi Demetrius se plaisoit a voir tra- 
vailler Protogene; les Papes Jules 11. et Leon. x. a voir travailler Raphaël & Michel Ange; Louis 
XIII. a voir travailler le Peintre Vouét; & Louis xrv. M. le Brun ; jcw 1:61-62. 

8 DD 68-69: en grand & d'une certain maniere, digne de ces siécles-la; DD 69 (note) nudam 
pingi, dit le Texte jcw 1:63-65. 
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this anecdote: ‘Mr Bayle doubted if a painter would have had the courage to 
address Alexander in this way. But he spoke in accordance with the manners 
of his own time’. Weyerman integrated this note into his main text, freely trans- 
lating: ‘ ... but Bayle plays at blind man’s bluff; being a Frenchman he believes 
that all minds are the same as his’? It would not be difficult to compile a long 
list of the author’s prejudices about social, cultural, gender and national differ- 
ences that were generally accepted in eighteenth-century Holland as indisput- 
able axioms. 


1 Weyerman’s Ideas in Perspective 


Did Weyerman’s ideas on art differ widely from those current in the seven- 
teenth century? The conservative character of the art of the first quarter of 
the eighteenth century seems to make this improbable. As far as I can see, the 
criteria Weyerman applied in 1729 did not differ fundamentally from those of 
earlier generations, as expounded in De Lairesse’s 1707 Groot Schilderboek. In 
this manual for practical work in the studio the author summarized his own 
experience, looking back on Dutch art as he had witnessed it before he went 
blind; his period of activity in Amsterdam spans the years 1665-1690. The 
Schilderboek discusses the aesthetic side of art production: arranging compo- 
sitions, creating colour harmony and lighting effects, evoking the illusion of 
three-dimensionality, et cetera! 

Tenacious misunderstandings and prejudices about the so-called ‘realism’ 
of Dutch seventeenth-century art long made it difficult to understand De 
Lairesse’s intentions. He was adamant that all art had to imitate reality faith- 
fully. But in the seventeenth century imitating reality was generally seen as a 
form of copying, not much better than what an apprentice did when duplicat- 
ing his master’s works as part of his training program. A portrait painter, who 
by definition was obliged to imitate the reality sitting opposite him, was there- 
fore called a slave of his patrons. Artists had to devise a method to rise above 
the level of merely making copies. De Lairesse identifies three strategies cur- 
rent among his contemporaries and predecessors. He himself opted for clas- 
sicism: the selection of the most perfect aspects of reality that the artist had 
to combine into a convincing semblance of a flawless reality, infused with life 


9 DD 68-69 (note) M. Bayle doutoit qu'un Peintre eût osé parler ainsi à Alexandre; mais il 
en jugeoit selon les moeurs de son tems. JCW 1:62-63. 
10 DeVries 2011 Beauty. 
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through the creation of ‘bevalligheid’ (grace). His favourite style was related 
to international tendencies, and it claimed to be based on ancient examples. 

Another possibility was the choice for ‘schilderachtigheid’ (painterliness) 
which, according to De Lairesse, was the worst decision a painter could make. 
This alternative had been advocated by Philips Angel in his 1642 Lof der 
Schilder-Konst.4 Although Angel did not label the style he propagated as paint- 
erly, it is evident that his ideal almost completely coincides with Boudewijn 
Bakker’s definition of ‘schilderachtigheid’!” Its representatives cultivated the 
richly varied, colourful and diverse, the remarkable, peculiar, distinctive and 
unusual, as Bakker phrased it. They avoided, in other words, the sometimes 
slightly impersonal uniformity of classical beauty, focussing instead on ir- 
regularities and imperfections that distinguish individuals and the groups 
to which they belong. In this context Angel and De Lairesse used the words 
‘eigen’, ‘eigenschap’ and ‘eigenlijk’ in varying orthographies, meaning an ob- 
ject’s inherent characteristics. The modern Dutch prefers ‘eigenheid’. Whereas 
classicism tends to stress outlines and isolate objects from each other to create 
clarity, painterliness uses light and shadow to unite individual objects in larger 
groups. Doing so, the painter partly obliterates contours and obscures details. 
In the middle of the nineteenth century this ‘Angel style’ was renamed ‘realism’, 
which caused greater confusion than any other art historical term ever did. 

Whereas painterly painters imitated reality in the wrong way, mannerists 
felt free to deviate from it, which, in De Lairesse’s opinion, was not much bet- 
ter. They believed that they could surpass nature when working ‘uit de geest’ 
(from their imagination). This choice allowed them to give free rein to their vir- 
tuosity but, according to De Lairesse, this resulted in exaggeration or affecta- 
tion that was detrimental to the natural and classical beauty of human forms. 
Moreover, mannerist artists hoped to make their work recognisable by devel- 
oping a peculiar personal style. Doing so they made the appearance of their 
works more important than its content, which De Lairesse deemed fundamen- 
tally wrong. He opined that the mannerists had chosen the wrong strategy to 
rise above the level of merely copying the imperfect reality. 

In his book, the elderly Gerard de Lairesse fought enemies that long had 
been defeated. Mannerism, the style most prominently represented in Holland 
by Hendrick Goltzius, had flourished between c. 1585 and the first years of the 
new century, but when Goltzius, Cornelisz., and Bloemaert developed their 
personal varieties of classicism, it became a thing of the past. All the same, its 


11 Angel. See on this treatise: Sluijter 1993. 
12 Bakker. On the identification of painterliness with the style advocated by Angel: De Vries 
2009. On the identification of painterliness with ‘realism’: De Vries 2011 Beauty, 54-57. 
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stylistic idiosyncrasies kept fascinating some painters. Godfried Schalcken and 
Adriaen van der Werff, for instance, gave their figures an idealised beauty with 
an unmistakably mannerist flavour; idealised, that is, but clearly different from 
what De Lairesse had propagated. 

The painterly style, rooted in the sixteenth century and flourishing in the 
first half of the seventeenth, had rapidly become old fashioned after 1650. The 
subspecialty of the tronie, that had been dominated by painterly artists, be- 
came extinct more or less at the end of the century. By that time, the main 
representatives of ‘realism’, Rembrandt and the small circle of his followers, 
had also become outdated: favourite among art collectors, but not imitated by 
a new generation of painters any longer. 

By combining his Pliny translation with his series of early modern biog- 
raphies, Weyerman seems to present himself as a classicist. The paragraphs 
above, summarizing De Lairesse’s treatise, indicate that in 1729 Weyerman 
hardly had another option. Certain passages in the Uytbreyding indicate that 
Weyerman unconditionally agreed with the hardcore classicist Durand. But it 
is left to the reader to explicate what the author implied by the confrontation 
between the updates of Houbraken and Pliny. Much of the art discussed in the 
Levens-Beschryvingen is not classicistic at all, and Weyerman does not speak as 
an advocate of classicism. He rather acts as an art dealer, catering for collec- 
tors with whom he shared a broad interest in the art of the past. Collectors in 
Holland and abroad neither had problems with the painterly style of landscap- 
ists and genre painters, nor with the idiosyncrasies of Rembrandt and his circle. 
Holland never had many full-blooded classicist painters. Their monumental 
works were mostly made for public buildings, which limited their availability 
on the art market. During the eighteenth century the market for mannerist 
paintings fluctuated, but Goltzius and all those others were never ostracised. 
We have to conclude that Weyerman’s Uytbreyding is the only source we can 
consult about his ideas on art, where we will have to read between the lines. 

Art theory seems to have played a minor role in Weyerman’s work, as op- 
posed to art criticism, but still it deserves to get some attention. At least we 
can say that in the Levens-Beschryvingen probability and decorum are subjects 
of great concern, which goes forth, for instance, from Weyerman’s philippics 
against anachronisms.® A faithful depiction of aspects of reality is highly ap- 
preciated in all genres and styles. As the collectors of his time, Weyerman ac- 
cepted every possible choice of subject matter, scenes with drunken peasants 
not excluded. Houbraken construed a direct link between the character of low 
life genre painters and their favourite subject matter, but Weyerman criticises 
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the ‘bohemian’ life style of artists living on the borders of society, whatever 
their range of subjects. Of central importance are Weyerman’s words on the 
personal characteristics and moral standard of good artists. In the biographies 
of volume v all longer vitae are introduced by some thoughts on a moral sub- 
ject. Equally important is a related subject, the status of art and artists. Otje 
Ornaldi is never far away. The author's ideas on beauty and grace are mostly 
indicated indirectly in remarks on the subjects of the paintings he discusses. 


2 Beauty 


Back to Pliny now, searching for traces of Weyerman’s personal opinion. If I did 
not make a fundamental mistake in the paragraphs above, Weyerman had no 
choice but to opt for classicism, the style in which the concept of beauty holds 
a central place. After having retold the well-known anecdote about Zeuxis, 
who used five models for a single painting of the beautiful Helen, Weyerman 
writes: ‘It is beyond doubt that Zeuxis thought, concluded and demonstrated, 
that a painter always has to consult Nature, reaching perfection by prudently 
selecting the elements of beauty she is offering’. This summarises the constitu- 
tional law of classicism. In this respect Weyerman sided with Durand, but the 
French author had placed this statement as his personal conclusion between 
square brackets. 

The selective imitation of reality is not enough, however; the professional 
skills of the painter are essential for the creation of beauty in art. Thanks to the 
precision of his drawing, his understanding of the colours, and his distribution 
of light and shadow, Apollodorus was the first to show natural objects in the 
full glory of their beauty. Parrhasius was the first to show the beauty and dis- 
tinction of persons and their faces.!® Later artists profited from the innovations 
these men had introduced. The mastery of special skills may result in the crea- 
tion of unusual beauty. This was the case, for instance, when Pausias rendered 
a completely black ox, that had been prepared for the sacrifice, in the strictest 
foreshortening.!” Antiphilus also made something that is ‘extremely difficult 
to realise successfully in paint’: a Satyr, holding his hand on his forehead to 
protect his eyes from the light of the sun, thus intensifying his spying glances’. 


14 DD 53;Jcw 1:42. Pliny 64: in order to adopt in his picture the most commendable points in 
the form of each. 

15 DD 50;jcw 1:38. 

16 DD 55: Cest a lui qui nous devons … la beauté & la dignité des visages & des personnes; jcw 
1:45. Pliny 67: the first to give … gracefulness to the mouth. 

17 DD 99;Jcw1:108. 
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Needless to say that here again Weyerman translated Durand and not Pliny’s 
short and succinct phrase.18 

Love too can stimulate the creation of beauty. This happened when the en- 
amoured Apelles used Campaspe/Pancaste as his model for the famous Venus 
Anadyomene, and also when Pausias painted a portrait of his lover Glycera. 
‘Nobody should be amazed about the beauty of this painting ... since Love and 
Gratitude unitedly and hand in hand worked on it, in competition with his cre- 
ative mind’. Thus Durand tried to reconstruct Pliny’s—or Pausias’—thoughts 
and intentions; of course Weyerman followed suit whereas Pliny just stated 
that in this case Pausias ‘produced one of the very finest of his pictures’! 

Sometimes erudition also contributes to the beauty of a work of art, as 
goes forth from two examples given by Pliny, thankfully elaborated by his 
eighteenth-century translators. One of these is Pamphilus, who will be dis- 
cussed below. The second is Athenion, about whom Pliny said: ‘in his colouring 
he is more sombre than Nicias, and yet, with all his sombreness, more pleasing; 
so much so indeed, that in his paintings shine forth the extensive knowledge 
which he possessed of the art’. Weyerman elaborated as follows: ‘but even so 
his work was much more creative and pleasing, which resulted from the art- 
ist's great learning and the many charming ideas characterising his paintings ... 
which leads us to the conclusion, that well applied knowledge is beneficial for 
the art of painting’.2° Here Weyerman seems to suggest that the interaction of 
form and content results in an enhanced form of beauty. This brings to mind 
the Dutch word ‘welstand’ an ill defined but highly important idea encapsu- 
lating everything an artist hoped to achieve. ‘Welstand’ results from the coher- 
ence and interaction of all components of a work of art, beauty being one of 
them. Concinnity seems to come close. ‘Welstand’ can be translated, awaiting 
a better solution, as ‘optimal quality’, since it results from an artist’s effort to 
reach excellence by finding the best possible equilibrium between all compo- 
nents of his work?! 

Beauty is in the eye of the beholder, but not in everyone's. Having told the 
anecdote about Apelles and the cobbler, Pliny states that the painter, hidden 
behind his latest work listened to the comments of the men in the street, ‘it 
being his opinion that the judgement of the public was preferable to his own, 
as being the more discerning of the two’. Durand did not agree unconditionally. 


18 Pliny 138; DD 110; JCW 1124. 

19 Pliny 125; DD 98 puisque "amour & la reconnaissance, de concert avec le genie, y ont 
travaillé à l'envi; Jcw 1:107. 

20 _ Pliny 134; DD 105; JCW 1:117. 

21 De Vries 2011 Beauty, 35-46. 
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He added the proviso: ‘But it is up to the connoisseurs to recognise and expe- 
rience the beauties, admitting in a note: ‘Pliny doesn't make this restriction 
but we added it to indicate that his remark is valid only up to a certain point’? 
Weyerman ignored this restriction, presenting Durand’s opinion as if it had 
been Pliny’s own. 


3 Grace 


Pliny seems to pay little attention to the creation of beauty, but he speaks fre- 
quently about the suggestion of grace, the quality that brings beauty to life. It 
holds a central place in the biography of Apelles, but the author of the Historia 
Naturalis could not give a clear definition of the term. The work of Apelles’ 
competitors was lacking ‘illam suam venerem … quam Graeci y&pıta vocant’. 
Bostock and Riley translate this as: that ideal of beauty so peculiar to himself, 
and known to the Greeks as “Charis”’. Is grace a personal variety of beauty? The 
same editors also speak of ‘his singular charm of gracefulness’. Luckily Durand 
knew what Pliny had in mind, and what distinguished Apelles from his con- 
temporaries: ‘the strong point of his art was grace, as it is commonly called; in 
other words: this indefinably free, noble and sweet something that touches the 
heart and arouses the spirit ... his conclusion was that nothing but his unique 
grace was lacking, as the Greek expression goes, or his unique Venus as we 
Romans call it23 

This elusive phenomenon is evoked also in some other examples. Polygnotus 
from Thasos, a pioneer of Greek art, was the first ‘to lend grace to his figures 
by leaving their mouth slightly open and showing the tip of the teeth. These 
pleasant and animated traits softened the rigidity that had been determining 
the countenances thus far’.2* Later Parrhasius introduced a ‘sprightly move- 
ment’ in his expressive countenances, and also ‘the beauty and distinction 
of persons and their faces’?5 In this context Weyerman uses the Dutch words 


22 Pliny 84; DD 67 car pour les beautez, c'est aux Connoisseurs a les reconnoitre & a les 
sentir; DD 67 (note): Cette restriction n'est pas dans Pline; mais on l'a ajoutée pour faire 
sentir jusqu’ où peut aller l'usage de sa Remarque. JCw 1:60. 

23 Loeb, 79; Pliny 79; DD 63 Le fort de son pinceau a été la Grace, comme on l'appelle, c'est a 
dire, ce je ne scai quoi de libre, de noble & de doux, en même tems, qui touche le Coeur & 
qui réveille esprit … il concluoit en disant, qu’il n'y manquoit que sa seule Grace, comme 
s'expriment les Grecs, ou sa seul Venus, comme nous parlons nous autres Latins. JCW 1: 56. 

24 DD 4g; Pliny 58; JCW 1:36-37. 

25 Pliny 67; DD 55; JCW 1:44, 45. 
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‘air’ (appearance) and ‘zwier’ (elegance)?® that are closely akin to ‘bevallig- 
heid’ (grace) and ‘gratie’ (grace), if not simply meaning the same.” With these 
words Weyerman freely translates different French adjectives such as ‘agréable 
a voir.2® Another word he uses in this context is ‘dartelheyt’ (playfulness), his 
translation of ‘delicatesse’, a quality Durand found lacking in Perseus’ work. 

The phenomena of beauty and grace both are closely connected with the 
choice of a painting’s subject matter. One is inclined to associate grace mostly 
with a certain elegance and freedom of movements, with playfulness, frolick- 
ing and laughter,9 which seems to exclude the illustration of serious and tragic 
stories. Ludius, for instance, is praised by Pliny for his amusing landscapes 
with genre-like figures, creating a ‘great variety of gracious things … as in play’. 
Nicophanes, however, ‘who disliked minor subjects ... gave his figures a certain 
grace’ and ‘his manner was grand and graceful at the same time’.2° Leontiscus 
demonstrated his ability to treat gracious as well as elevated subjects when 
painting a beautiful female singer.3 Adriaen van der Werff was Nicophanes’ 
Dutch counterpart, apparently, because he ‘usually chose gracious and grand 
subjects for his finely detailed paintings’. (figure 39) 


4 Art and Nature 


Some of Pliny’s well-known anecdotes tell about animals, mistaking their 
painted fellows for living creatures.3% One of these is about a horse painted 
by Apelles for a contest. To prove that the corrupt jury had wrongly awarded 
the prize to someone else, he had some horses brought in that reacted to his 
work only. ‘From that time on’, Weyerman writes, ‘people always came back to 


26 Pliny 78, 13; DD 55, 88; JCW 1:55, 95. The front matter of the Levens-Beschryvingen has a 
list of technical terms, in which Air is tentatively defined as: het gelaat van een Figuur, en 
men gebruykt het op deze wyze, het Air, of de Zwier van de Hoofden der jonge Vrouwen, of 
Deftige Mannen, &c. (a figure’s countenance. The word is used as follows: the appearance 
or the elegance of the heads of young women, dignified men, etc.), JCW 1:24-30. Free 
translation of: Aglionby (this part not paginated). See: Fuchs Kleur. 

27 JCW I: 34, 36, 56, 70, 78, 92, 138, 154. 

28 _ Pliny 16; DD gı pretty, nice to see; JCW 1:98. 

29 _ Pliny 141; DD 115; JCW 1:138. 

30 Pliny m; DD 87; JCW 1:92. 

31 Pliny 141; DD 15; JCW 1:132. 


32  JCWI:94. 
33 Pliny 65, 95; DD 53, 75, 83; JCW 1:42-43, 76, 88. DD 83 (note) gives Strabo, not Pliny as his 
source. 
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FIGURE 39 A. van der Werff, The expulsion of Hagar, canvas, 87,5 x 69,5 cm., Dresden, 
Gemäldegalerie Alte Meister 
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this simple experience, mistrusting men as being frequently biased; consult- 
ing instead with animals that are completely unprejudiced when passing their 
judgements. The sharp-witted people from Abdera, our compatriots, even go 
as far as appealing to no other personnel than horses and donkeys, when hav- 
ing civil disputes and lawsuits’. Weyerman’s readers knew that he did not mean 
the Greek town, but Breda where he grew up.°* 

The unprejudiced reaction of animals was the ultimate proof that the artist 
had succeeded in the creation of a convincing semblance of a flawless real- 
ity. But ideally, human beings should react in the same way. Reporting on the 
competition between Zeuxis and Parrhasius, Pliny tells that Zeuxis’ painted 
grapes fooled the birds who tried to eat them, but the work of his competitor 
misled Zeuxis himself. It showed a closed curtain that Zeuxis asked Parrhasius 
to draw aside. Weyerman gives his readers the impression that both masters 
made an easel painting, but Bostock and Riley are not the only ones to suggest 
that Zeuxis’ vines and grapes were painted on the backdrop of a stage.35 

These anecdotes indicate that the painter in his work had to equal nature, 
making art disappear from sight. Protogenes hoped to do so, but he failed in 
his attempts to depict the foam on a dog’s mouth, until he threw his paint 
saturated sponge at his nearly completed work.36 When mere chance is not 
helping the artist to reach the highest level, love may assist him, as we saw 
above. Pausias was challenged by his lover’s flower arrangements ‘to defy art 
by means of nature’, which helped him ‘to surpass art’3” Euphranor boasted 
that his Theseus was created ‘from real flesh and blood’, whereas the famous 
Theseus painted by Parrhasius seemed ‘to have nourished himself on roses’.38 
This seems to exclude a recognisable personal style. De Lairesse’s ideal were 
paintings in which ‘no manner is discernible ... and this is undoubtedly to be 
regarded as the right manner’. The best examples for young painters and ap- 
prentices are ‘the best works by the most famous masters in which no particu- 
lar manner can be seen’.39 When De Lairesse wrote about ‘famous masters’, 
he thought of Raphael and Poussin. Painterliness and mannerism, on the 
other hand, are styles in which the idiosyncrasies of the painters leap to the 


34 Pliny 95; Jcw 1:76. Abdera was a Greek town, renowned for the silliness of its inhabitants. 
Weyerman used Abdera as anagram for Breda(a) where he passed his youth. Whenever 
he wanted to criticise the inhabitants of this town, which happened frequently, he called 
them Abderieten. The attack on Breda's stupid judges is one of many examples. 

35 Pliny 65; DD 53-54; JCW 1:42-43. See also: Junius, 417. 

36 — Pliny 102-103; DD 80-81; JCW 1:84. A comparable story is told about Nealcus: Pliny 104; DD 
81; JCW I: 85. 

37 _ Pliny 125; DD 98; JCW 1:106-107. 

38 _ Pliny129; DD 101; JCW 1:2. 

39  GdLi:9. 
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eye. Durand and Weyerman seem to have agreed with their predecessor De 
Lairesse, but in this case there is no extra footnote to reassure us. It is a fact, 
however, that Weyerman makes many praising remarks about the reliable and 
convincing rendering of reality in paintings belonging to different genres. 

Ideally the painter is not guided by chance or amorous feelings, but by the 
rules of art. The Historia Naturalis does not prescribe a coherent set of rules 
but, apart from the command to imitate reality, it does stress the importance 
of mathematics. Pamphilus, for instance, ‘was an adept of mathematics and 
especially of arithmetic and geodesy, stating in full earnest that the art of 
painting would remain imperfect without their support’*° I do not dare say 
what this statement meant for Greek art, but it is clear that the construction of 
mathematical perspective did not play a role of any significance in the art of 
Weyerman’s time. In Dutch studio parlance ‘perspectief’ meant the suggestion 
of depth, in whatever manner it was created: with colour, claire-obscure, com- 
positional tricks, or with compass and ruler. Mathematical constructions had 
been the hobbyhorse of a limited number of seventeenth-century specialists 
such Saenredam and Houckgeest. But art theorists cherished the idea of art 
having its base in mathematics, id est in science, David Durand being one of 
them. He added a note to the passage quoted above: ‘those who know about 
the intricacies of art will agree with this truth, because in painting everything 
should be brought to an equilibrium without Nature being stifled. A painting 
is a concert, a harmony’. Weyerman integrated this statement in his text, con- 
cluding: ‘We think that a painting offers harmony, as in music and whoever 
does not comprehend this, should try and grasp it.4! The idea that concinn- 
ity or ‘welstand’ can best be reached with the help of science characterises 
Weyerman as a classicist. 

Ideally, the measurements of the human body and its parts are determined 
by mathematical relations, a subject Pliny mentions frequently.42 When 
speaking about harmonious proportions, Weyerman uses the words evenmeet- 
baarheid and evenmatigheid, but it is not always clear if he means the per- 
fect measurements of male and female bodies or, more in general, the overall 
concinnity of works of art as advocated by Pamphilus and Durand. The bodily 
proportions of painted figures are not frequently discussed in the four vol- 
umes of Weyerman’s Levens-Beschryvingen, but in the early eighteenth century 


40 Pliny 76; DD 61; JCW 1:53. 

41 _ Pliny 76; DD 61 Ceux qui savent les finesses de l'art conviendront de cette vérité, car il faut 
que tout soit contrebalancé dans la Peinture, sans que la Nature soit génée. Un tableau est 
un Concert, une Harmonie; JCw 1:53. 

42 Pliny 64; DD 52-53; JCW 1:41 (Zeuxis). Pliny 67-68; DD 55-56; JCW 1:44-45 (Parrhasius). 
Pliny 80; DD 64; Jcw 1:57 (Apelles). Pliny 107; DD 85; Jcw 1: 89 (Asclepiodorus). Pliny 128; 
DD 101; JCW 1: 11 (Euphranor). Pliny 130; DD 102. Jcw 1:19 (Antidotus). 
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drawing after the life model was practised in an increasing number of ‘acad- 
emies’ where the ideal of classical beauty was propagated. Weyerman wrote 
admiringly about the Academy of Art, founded in The Hague in 1682 and the 
Berlin Academy of 1696.43 

When a painter tries too hard to be perfect, he may endanger the harmony 
of his work. Apelles once praised Protogenes’ creations as being executed ‘with 
unlimited labour and dedication’ He even is reported to have said: ‘Protogenes 
and I more or less reached the same level in the different parts of the art of 
painting, and I am prepared to admit that his understanding of some matters 
is possibly better than mine’. But this commendation was not unconditional. 
Protogones ‘doesn’t know when to put down his brush’. Weyerman concludes 
that ‘nothing is more detrimental for our works than a precision that is too 
strict or, to be honest, too strained’. He guessed that Protogenes had been too 
diligent ‘as is the case with ... Van Slingelandt, Van der Werff and other punc- 
tual painters’. (figure 40) In his biographies of Dutch masters Weyerman fre- 
quently expresses his distaste for the Leiden school of fine-painting.*® 

The rule that nature should be studied conscientiously, with the aim of 
creating a convincing semblance of a flawless reality, remains the alpha and 
omega of art production. Not every painter, however, had the skills to obey this 
iron law. Pliny divided artists in three classes according to the quality of their 
works, but the minor painters he discussed still did deserve the attention of his 
Roman readers.*¢ In his Levens-Beschryvingen Weyerman paid much attention 
to the numerous third and fourth rate painters of his time, mentioning their 
names and telling about their miserable lives. In the Uytbreyding we meet an 
anonymous painter who had no access to the right kind of models, demonstrat- 
ing his inability in the way he treated the substitute models that were available. 
His subject was a battle scene but this man ‘never had seen any dead bodies 
apart from the oxen, calves and sheep that had just been dismembered by the 
butcher’ ... the horses were ‘portrayed after the greyhounds of a village sheriff’ … 
some soldiers ‘had so much passion in their glances as one sees in the eyes of 
worn out dice and they all were painted after the knave of diamonds or the 
joker of spades from a set of cheap playing cards’.4” In his Levens-Beschryvingen 
Weyerman praises the painters who risked their lives as eyewitnesses of the 
land and naval battles that were to be the subject of their paintings. 


43 JCW 11122-124 (Berlin). jcw v:168-179 (The Hague). 

44 Pliny 80; DD 64; JCW 1:57. 

45 See chapter 1, section on fine painting. 

46 Pliny 112, 138, 146; DD 88, 10, 121; JCW 1:93, 124, 148-149. 

47 JCW 1350-151. JCW V:102 identifies him as Paulus 1 de Fouchier. 
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FIGURE 40 P.C. van Slingelandt, Portrait of Johan van Musschenbroek and his Wife, 
panel, 61,9 x 49,8 cm., Boston, Museum of Fine Arts, Charles H. Bayley Fund 


5 The Purpose of Art 


The purpose of art is to exert a beneficial influence on its audience. De Lairesse 
was neither the first nor the last to say so,*® but authors differed on the de- 
gree of strictness with which this rule had to be applied. Van Hoogstraeten was 


48 Gdl 1106. 
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satisfied ‘when art does not keep anyone from virtue’.*9 When art has a benefi- 
cial influence, it is through its subject matter, reason why Nicophanes disliked 
minor subjects. He wanted the art of painting to be beneficial to the spectator 
and therefore ‘painters ought to apply themselves to grand and noble events, 
such as tragedies and stories from history’.5° Weyerman makes no remarks on 
this statement, but the many pages Pliny and he dedicated to painters of minor 
subjects limit the validity of this rule to the extreme. 

In Weyerman’s publication, meant to underscore the dignity and impor- 
tance of art, it is a matter of course that art should not keep anyone from virtue. 
Therefore he had to protest unambiguously against morally reprehensible art, 
whatever period it was produced in. He goes out of his way to chastise painters 
and printmakers who dared to illustrate salacious scenes. His Dutch scapegoats 
are Romeyn de Hooghe and Arnold Verbuys, whom he mentions in one breath 
with the Venetian poet Pietro Aretino.®! (figure 41) Their ancient counterparts 
are Parrhasius who painted ‘lewd and coarse scenes’? Nicophanes who was a 
‘painter of whores’° and Arellius who made ‘compositions a la Aretino or alle- 
gories in De Hooghe’s manner’. The author supposes that Ctesilochus would 
have liked to share a bottle of wine with ‘this torch of all nefarious atheists, 
Romeyn de Hooghe’.55 

When Weyerman mistakenly identified one of Apelles’ heroes as Leander’s 
lover called Hero, he assumed that the painter had avoided frontal nudity. 
This is all the more probable since ‘wise men and virtuous women should 
avert their eyes from such scenes’.5® But not everybody behaved wisely. A life- 
size portrait of a naked queen embracing a lover of low birth must have been 
quite exceptional in Greece. In Holland anything like it was unthinkable, even 
though in Weyerman’s days hundreds of prints deriding the high and mighty 
were circulating in the Dutch Republic. Ctesicles’ work, a mixture between 
portraiture and genre, was painted to retaliate against queen Stratonice who 
had not received the painter respectfully. ‘We could remark here that this 


49 Van Hoogstraeten, 346. 

50 Pliny m; DD 87; JCW 1:92. 

51  JCWI:50, 93, 101, 126, 129. 

52 Pliny 72; DD 59; JCW 1:50. 

53 Pliny m without this criticism; DD 87 (note) with a reference to Atheneus and the re- 
mark: Athénée est un grand Médisant (a big slanderer); JCw 1:93. 

54 Pliny ung. DD 93-94; JCW 1101. 

55 Pliny 140: a burlesque picture representing Jupiter in labour with Bacchus; DD 93-94; JCW 
11127. 

56 Pliny 94: a naked hero; DD 75 assumes that the painting represented Hero and Leander, 
but indicates the possibility of another interpretation in a note; JCW 1:75-76. 
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FIGURE 41 After A. Verbuys, Jupiter and Antiope, 1741, etching, 24,8 x 28,8 cm., The Hague, 
Rijksbureau voor Kunsthistorische Documentatie 


queen gave Ctesicles the same ‘welcome’ as the author of this book once met 
with from the inebriated friends of the Pauwkamer, but we suppose that this 
man (sc. Weyerman himself) felt too much contempt for such brainless oafs 
as to compare them with Greek queens’. The unusual painting attracted a lot 
of attention ‘because great numbers of married men and men with paid lovers 
gathered daily in front of this work of art, instead of riding their horses to the 
Maliebaan, wasting their time in coffeehouses, or taking a harmless breath of 
fresh air on the shores of the river IJ’.5” This may serve as an example of the way 
in which Pliny’s text was brought up to date. 


57 _ Pliny 140; DD 12-113; JCW 1:128-130. A maliebaan (pall mall) is a place just outside a town 
where a kind of golf or croquet was being played. 
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Pliny distinguishes three levels of quality in the works of art he discusses, but 
he has no real method or system. What he seems to indicate imprecisely was 
explicated by his eighteenth-century translators, who spoke of classes of paint- 
ing, numbering them 1, 2 and 3.58 At least one other eighteenth-century critic 
thought along the same lines. Comparing two painters of flower still lives, 
Johan van Gool wrote: ‘all arts and sciences, and especially the art of painting, 
have three degrees of comparison, the most important being high, higher and 
the very highest’.59 

Apart from quality, size and scale are criteria for judging works of art, but 
here again the translators tended to turn imprecise suggestions into hard facts. 
When Pliny passed on from the most important masters to the discussion of 
minor ones, he spoke of painters working ‘in an inferior style’. But Weyerman, 
precisely translating Durand, contrasted ‘painters who made large paintings, 
in other words … the masters who were famous for depicting matters and per- 
sons life-size’ with makers of small-scale works.®° By and large, this interpreta- 
tion of the Latin text seems to be correct, although sometimes Pliny seems to 
lend the same value to life-size and small-scale works.®! Pliny’s broad catego- 
ries, as reformulated by Weyerman, did not conflict with Dutch traditions.® De 
Lairesse, for instance, distinguished between large, large-scale compositions 
with (nearly) life-size figures, and small paintings with small-scale figures.®* 
The first category had a height of some five feet or more, the second being less 
than five feet high. A large majority of seventeenth and eighteenth-century 
Dutch paintings fit easily in one of both categories. 

In the discussion of subject matter, technical terms from the world of liter- 
ature, such as tragedy and comedy, seem to have offered themselves as easily 
applicable labels for certain groups of paintings. But Pliny drew the obvious 


58 Pliny 112, 138, 146; DD 88, 110, 120, 121, 124; JCW 1:93, 123-124, 147, 148, 149, 153. 

59 Daer zyn in alle Kunsten en Wetenschappen verscheide trappen van vergroting, vooral in de 
Schilderkunst, waer van de drie voornaemste zyn: hoog, hoger, en allerhoogst. Van Gool, vol. 
I, 430. Compare: De Vries 1990, 44-45. 

60 Pliny 12; DD 88; JCW 1:93. 

6ı Pausias and Nicias made large-scale as well as smaller works; Pliny 124, 132; DD 98, 103; 
JCw 1:108, 115. 

62 _ Not all information given by Weyerman on size and scale of paintings goes back on Pliny. 
Iaia made a large portrait: Weyerman calls it life-size; Pliny 147; DD 125; JCW 1:154. Pliny 
does not say that Pausias’ portrait of Glycera was life-size as Weyerman states; Pliny 125; 
DD 98; Jcw 1:106. The opposite is suggested by Pliny 126. Athenion painted a groom lead- 
ing a horse. Durand and Weyerman say that it was life-size. Pliny 134; DD 106; JCW 1:18. 

63 GdL 1:327-328. See: De Vries 2011 Beauty, 53-54. 
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parallel without creating a coherent theory of the genres. Weyerman tells us 
that Aétion made ‘a tragic scene, and a painted comedy’ but Pliny only men- 
tions a ‘Tragedy and Comedy’, which could well have been an allegory with 
two figures in one frame.®+ When the ‘severe and tragic style’ of Apelles is con- 
trasted with the ‘elegant and finished’ works of Nicophanes, Pliny’s text seems 
to be less ambiguous, but Weyerman did not translate word by word: ‘he dis- 
liked minor subjects ... painters ought to apply themselves to grand and noble 
events, such as tragedies and stories from history’.®° Callicles made ‘small works 
in a comic style’, but Durand and Weyerman, quoting Varro rather than trans- 
lating Pliny, state that his works ‘showed a certain loftiness, almost equalling 
Euphranor’s majesty’.° Calates worked in two styles, Pliny said, contrasting his 
narrative scenes with his ‘Gryllus, a ‘figure in a ridiculous costume’. Weyerman 
summarises: ‘we already said that he was outstanding in joyous as well as in 
tragic subjects’. In Weyerman’s opinion, Calates preferred the comedy over the 
tragedy, ‘in other words, his works resemble those of (Adriaen) Brouwer, the 
jocular painter, far more than the grand compositions of the gallant history 
painter, the knighted Karel de Moor’.® (figure 42) This all seems to suggest a 
hierarchy in which ‘nobler’ subjects are valued higher than ‘lower’ ones, stories 
from mythology being ‘nobler’ than scenes from everyday life. But Pliny does 
not approach the question whether or not there is or should be a hierarchy of 
subjects, nor did Weyerman discuss this issue. This idea, advocated in French 
art theory, did not take root in Holland until much later.®8 

Antigonus and Stratonice is a good example of a story in the highest category 
of subjects, once illustrated by the Greek Artemon. The Amsterdam painter De 
Lairesse did the same in a superbly crafted composition, Weyerman says, but 
he withholds the information from his readers that both Dutch versions are 
small and small-scale paintings.®° (figure 14) The border line between nobler 
and lower subjects does not completely coincide with the line between larger 
and smaller compositions, because a painter can ennoble his work through his 
style. A fine-painter may sometime treat gracious and grand subjects on a small 


64 Pliny 78; DD 62 (‘Echion’); Jow 1:55. 

65 Pliny 1; DD 87; JCW 1:92. 

66 Pliny 114; DD 89; JCW 1:95. 

67 Pliny u4; DD 89; JCW 1:95. 

68 DeVries 2006, 133-148; De Vries 2011 Chaos. 

69 Pliny 139; DD 88-89 (with the following note: our modern painters in Paris treated this 
subject very well, which than was beautifully engraved; ce sujet a été traité a Paris, par nos 
Peintres modernes, & ensuite fort bien gravé); Jcw 1:126. Roy, cat. nrs. P 71, 72. 
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FIGURE 42 K. de Moor, The Holy Family resting on their Flight to Egypt, canvas, 19,0 x 27 cm., 
Leiden, Museum De Lakenhal 


panel or canvas, as Adriaen van de Werff had done.” This praise for the famous 
master from Rotterdam is remarkable; Weyerman’s opinion on fine-painters is 
mostly very negative. He once put De Lairesse far over Van der Werff without 
knowing that the last-mentioned stood within earshot.” 

In many passages, Pliny’s descriptions of Greek and Roman paintings 
are reminiscent of Netherlandish scenes from everyday life. Many narrative 
compositions mentioned in the Historia Naturalis would presently be called 
genre scenes. Weyerman calls them vrolijk (merry), geestrijk (witty) or boertig 
(jocular).”? The word ryparographos could be translated as genre painter when 
the ‘mules and carts loaded with all kinds of vegetables and other eatables’ 
depicted by Pireaicus are understood as pars pro toto for a market scene. His 
barbershops and cobbler’s shops certainly were genre pieces.” Furthermore 
we hear about a painter's studio, and a felt-maker’s shop.” The staffage of 


70 Pliny 12: Iam not sure that he (Piraeicus) did not do injustice to himself by the choice of his 
subjects; DD 88-89; JCW 1:94. 

71 JCW 11:409-410. 

72 JCW 1:102, 120,130. 

73 Pliny u2; DD 88-89; JCW 1:93-94- 

74  Pliny143; DD n6, 17; JCW 114,142. 
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Ludius’ wall paintings showed marshes where women were ‘making bargains 
to be carried across on men’s shoulders’ but this was not enough for Weyerman. 
Thinking possibly of Adriaen van de Venne, Esaias van de Velde and Dirck 
Hals he elaborated: ‘They depicted young rakes from the best families, straw 
squires who were bearing innocent peasant girls on their shoulders, to bring 
them home to their hamlet across a stream or a marsh. But the young gentle- 
men, who were bent on mischief only, missed their footing and purposely fell 
in troubled water, doing so always in a way that made the spectators laugh’. 
Weyerman was not the first to apply the term ryparographos to Dutch genre 
painting. In his Introduction he defines or rather circumscribes this speciality 
as the depiction of ‘customs, manners, church rituals ... religious and secular 
ceremonies’, an enumeration based on Pliny or Franciscus Junius and elabo- 
rated by Van Hoogstraeten and De Lairesse.76 


7 Conclusion 


Now we have to ask ourselves how the Uytbreyding and the Levens- 
Beschryvingen relate. The first of these texts frequently refers to early modern 
painters. With some amazement I noted, however, that the rest of the book 
refers back to Pliny only twice. Jan van Eyck created a greater variety in ex- 
pressive heads than Pliny had deemed possible.” When a real horse reacts 
to the painted image of a horse, Weyerman informs his readers that the coun- 
terpart of this event can be found in his Schilderkonst der Ouden.”® Which one 
of the many examples of live animals reacting to their painted kinsmen the 
author had in mind, he does not say. During king Demetrius’ siege of the city 
of Rhodos, Protogenes worked on as if the turmoil did not affect him in the 
least. So did Jan Lievens when riots broke out in his native Leiden, but it is left 
to the reader to see the obvious parallel.”9 Proofs of great proficiency, resulting 
in the completion of a high quality painting within a working day, are given 
without the author reminding his readers of Pausias, who had done the same 
many centuries earlier. The well-known story about Frans Hals recognising 
Anthony van Dyck by his production of such an a /a prima portrait reminds me 
of Pausias’ Hemeresios (one day painting).8° The Netherlandish biographies 


75 Pliny u7; DD 92;Jcw 1:99. 

76 Junius, 1:61. Van Hoogstraeten, 80-85, 105-109. GdL 1:113, 175, 223, 303. JCW 1:4. 
77 Jcw1184, 185. 

78 JCW IIIa. 

79 JCw 1:86; 11:51. 

80 Pliny 124; DD 97; JCW 1:105, 353-354. 
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contain a number of anecdotes about competitions between painters, but 
Weyerman never refers to ancient parallels.®! A possible conclusion may be 
that Weyerman’s working speed and the widely different origin of both texts 
must have made it difficult to give more cross-references. It is left to the reader 
to explicate what Weyerman implied by the confrontation between his up- 
dates of Houbraken and Pliny. 


81 Competitions among ancient painters: Pliny 58, 65, 72, 81-83, 95,161; DD 48, 53-54, 58-59, 
65-66, 75-76, 134; JCW 1:36, 43, 49, 58-59, 76, 166. Competition among Dutch painters: 
JCW 11:42, 152,196, 324, 363; I11:221. 
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Epilogue 


In the early eighteenth century the idea of a history of art, seen as a chain 
of events in which later facts resulted from earlier ones, was not completely 
unknown. This book ends with a discussion of Weyerman’s paraphrase of 
book xxxv of the Historia Naturalis. He and everybody else who was inter- 
ested in the fine arts knew Pliny as well as Vasari, Van Mander, De Bie, Sandrart 
and Houbraken. In modern eyes these collections of biographies are important 
because of the individual artists discussed, far more than for the discourse that 
holds their stories together. Occasionally, some theoretical ideas are discussed 
or hinted at. Sometimes a number of pupils is grouped together with their mas- 
ter as a school. More often a regional arrangement brings greater numbers of 
painters together in schools such as Eupompus’ Ionian, Sycion and Athenian 
schools or Vasari’s Venetian, Roman and Tuscan schools! As a rule, the fact 
that painter Y belonged to school X gets little attention. 

What the readers of Houbraken and Weyerman were really interested in, 
were facts about and opinions on the painters whose works they possessed 
or hoped to acquire. This is precisely what Weyerman’s Levens-Beschryvingen 
offered. The theory of art plays a minor role. Pleas for the honour and dignity of 
art and artists abound, but these remarks do not result in a recognisable struc- 
ture for the whole book. Weyerman, in other words, largely limits his activities 
to the field of art criticism. 

Art history as a scholarly discipline gradually developed in the nineteenth 
century and as such it is a full daughter of Romanticism. From then on, 
Romantic ideas about art and artists were applied to all earlier ages. The belief 
that all art is essentially the same was an axiom for H. P. Bremmer who deeply 
influenced Helene Kröller-Müller and her collection of art; it contains orien- 
tal art and paintings from the early modern period as well the now famous 
nineteenth- and twentieth-century paintings and sculptures. The museum 
bearing her name opened in 1938. 

This ‘timeless’ art was believed to reveal higher truths to which human 
beings cannot easily get access otherwise. Berlage’s famous building for The 
Hague’s municipal museum (Gemeentemuseum) opened in 1935. Its soaring, 
light filled entrance hall indicates that this is more than just a structure with 
the practical function of safeguarding costly objects. Its highest wall bears the 
inscription: Eer het god'lijk licht in d openbaringen van de kunst (worship the 


1 JCW 1:53. 
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divine light in the revelations of art). Not surprisingly, this collection com- 
prises art from widely different areas and periods. 

Another romantic belief was the idea that art is the most revealing symp- 
tom of a culture; this persuasion lives on in Erwin Panofsky’s famous icon- 
logical research system.? Supposedly, Holland’s national character and the 
quintessence of its culture could be recognised in its internationally admired 
seventeenth-century paintings. This does not necessarily mean that an artist’s 
identity was thought to be identical with his Dutchness, his Englishness, or 
whatever group he may belong to. Romantic art was expected to be the most 
individual expression of an artist’s most individual emotions, the main pur- 
pose of art being the painter's self expression. The personal identity, the life 
story, the correspondence and the work of Vincent van Gogh form an insepa- 
rable unity. In a comparable way, painters of the past were identified with their 
oeuvre. Rembrandt's paintings, in which his close relatives with some degree 
of certainty could be identified as his models, were read as an intimate diary 
of the painter’s emotional development. The works of Jan Steen and Adriaen 
Brouwer were seen as reliable reports on their private circumstances. Reading 
the Levens-beschryvingen helps to understand that a painter’s life story is not 
necessarily the clavis interpretandi of his oeuvre. 

To us, three quarters of a century later, the combination of these disparate 
ideas seems to be highly confusing, But until the nineteen-sixties the fact that 
these and comparable concepts were applied to art from pre-romantic periods 
was not seen as problematic at all. The first Dutch art historian to throw a stone 
in the pond was J. A. Emmens. In his 1964 Rembrandt en de regels van de kunst 
(Rembrandt and the rules of art) he demonstrates that Rembrandt in some 
of his works alludes to certain rules of the theory of art. We have to conclude 
that Rembrandt was well-informed about this subject. The possibility that his 
‘rules of art’ might have been different from those of the nineteenth and twen- 
tieth century began to dawn. Since then, the history of art changed drastically, 
shifting its focus to different questions, innovating its research methods, using 
modern tools. 

In this context attempts were made to rediscover the idiom artists and art 
lovers of the early modern period used when discussing works of art. Hard 
as it may be, we now try to see Dutch seventeenth-century art from a non- 
romantic perspective, coming back to ideas and expressions of the sixteen- 
hundreds. In the research on Dutch art, due attention is now given to the printed 
works of Van Mander (1604), Junius (1641), Angel (1642), De Bie (1662), Sandrart 
(1675-1680), Van Hoogstraeten (1678), Goeree (1668-1682), De Lairesse (1701, 


2 De Vries 1999. 
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1707), Houbraken (1718-1721), Weyerman (1729, 1769) and Van Gool (1750-1751). 
Inspired by Emmens, an increasing number of researchers studied Dutch var- 
iations of the international art theory. When the importance of these theories 
for the practical work in the studio became clearer, the dividing line between 
art theory and art criticism grew somewhat indistinct.3 

The comparison between Arnold van Houbraken, whose Groote Schouburgh 
was printed between 1718 and 1721, and his followers clearly shows how the 
attention for art criticism increased over three decades.+ Jacob Campo 
Weyerman’s contribution to this development was amply discussed above. 
He focused on criticism, relegating theory to an inferior position. Johan van 
Gool, who published two volumes of artists’ biographies in 1750 and 1751, 
shows the same tendency.° The shift from art theory to art criticism in pub- 
lications pertaining to Dutch art, noticeable in the first half of the eighteenth 
century, must be understood in connection with the changing art market of 
the period.® 

The discovery of new possibilities for researching and understanding the 
past may result in the neglect of older problems that remain unsolved. One 
of these is the matter of periodisation. Some historians may have good rea- 
sons to say that the past cannot be divided into periods, since all important 
developments evolve over many decades if not centuries and are inextricably 
intertwined. True or not, this amounts to an interdiction on the use of a valu- 
able instrument for the interpretation of the past. Weyerman and his contem- 
poraries had no doubt that they had witnessed the transition from one period 
to another. The ‘golden age’ of the arts in the seventeenth century had come 
to an end when a time of decline set in. Opinions on its causes and the precise 
date of its beginning differed, but around 1700 the believe in a decline was un- 
shakeable. Weyerman pinpointed it in the year of the Peace of Ryswick, 1697.” 
Discussing the art of a recent past and proposing rules for the art of their time 
and later generations, De Lairesse (1701, 1707), Weyerman (1729) and Van Gool 
(1750, 1751) look forward as well as backward, straddling the divide between 
two periods in the history of art. The art criticism of the period in which it 
began to flourish is highly relevant for the seventeenth century. As such it is 
awaiting further exploration. 


3 An excellent survey of the research in this field, with a well-balanced discussion of the termi- 
nology used in art theory and criticism: Miedema. 

De Vries 1990, 39-58. 

De Vries 1989. 

Taylor. 

Jew v:395. De Vries 1992. 
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APPENDIX 1 


The Life of Willem de Fouchier 


Introduction 


For Weyerman, the life story of Willem de Fouchier was a thin line on which he thread- 
ed a number of beads: brief sketches of individuals and groups of men, and the situ- 
ations in which one may expect to find them. The material thus collected could have 
been used for one or more theatrical farces; it all belongs to the stock of genre painters 
and genre writers. The reader will meet, among others: vicious innkeepers, habitués 
of dubious taverns, itinerant artists who peddle their works on the streets, landed no- 
bility with a lot of pretentions and little cash, and incompetent public functionaries. 
A company, gathering at night in a village inn, consists of an apothecary, a barber, a 
notary, a burgomaster, a sexton, a deputy secretary, and our main protagonist, a paint- 
er. All these stock figures are caricatured in accordance with the prejudices current 
among Weyerman’s intended audience. The same holds true for all women, mentioned 
in passing or playing an essential role, such as the infuriated sexton’s wife, who comes 
to the pub to drive her husband home. The physician, who neglects his patients when 
he wants to spend time on his collection of butterflies, was ‘streek voor streek na het 
leeven gekonterfijt’ (every brushstroke ... was portrayed after life), as Weyerman as- 
sures his readers in a note! 

In this company, the penniless painter is an outsider, more or less. He does not regu- 
larly appear on the stage where the usual comedies and farces are performed. As the 
typical example of an ‘apocryphal’ painter, Willem de Fouchier is transferred from the 
literary genre of biography to that of genre. But here also, our painter has to conform to 
the rules applicable to the kind of texts and paintings, classified as genre. This means 
that the scenes Weyerman evokes here should be rooted in the reality of daily life. 
Genre texts or paintings do not depict reality stroke by stroke, but use it as its material. 
Therefore, the De Fouchier-story plays in recognisable places: Breda, Bois-le-Duc and 
environments, and in IJsselsstein, a safe haven for bankrupts. As a result of Weyerman’s 
operation, De Fouchier landed exactly on the spot where he and other ‘apocryphal art- 
ists who see themselves as ‘bohemians’ belong: on the fringe of society. 


1 JCW 111:339. 
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In chapter 1, I compared Weyerman’s biographies with Constantijn Huygens’ 
Zedeprinten (images of customs and manners); Weyerman himself compared his work 
with Boccaccio’s Decamerone. It is evident that he wanted to amuse his readers with 
a distorted image of reality, in which its imperfections are accentuated. It is equally 
clear, that these flaws are to be found with ‘them; ‘the others’, representatives of groups 
to which the author and his readers do not belong. Needless to say, that the thus de- 
fined ‘we’ are morally and culturally superior to the derided figures. If this form of art 
was intended to exercise any beneficial influence on the groups and individuals de- 
picted, one could call genre moralising, but this is clearly not the case. Genre art does 
not try to improve the customs and manners of its victims. Its audience enjoys these 
imperfections as a confirmation of its own superiority. 

In the sixteenth and the first half of the seventeenth century, painterliness was 
considered the appropriate style for low life genre paintings. In the second chapter 
I referred to a 1642 treatise by Philips Angel, in which it is discussed and propagated. 
The painterly manner was long called ‘realism’ and, indeed, it worked very well for 
artists who wanted to evoke the commonness, or the vulgarity even, of their protago- 
nists, their acts and environment. After 1650, however, this style went out of fashion. 
But the rule that aspects of the daily reality should be depicted in genre scenes, re- 
mained an iron rule. When elevated subjects are depicted, battle scenes for instance, 
the rendering of aspects of an imperfect reality should be avoided all together. Paulus 
de Fouchier, Willem’s father, did not stick to this rule, which resulted in a ridiculous 
composition.” 

Weyerman himself was a painter of flower still lives; a painted genre scene from his 
hand is unknown, and probably he never produced one. But the amusing depiction of 
scenes from daily life is the main subject of his theatrical texts and it is an important 
element in his artists’ biographies. Rather than a biography, the story about Willem de 
Fouchier is a written genre painting, in which all the admonitions, exhortations and 
advice Weyerman wanted to give to his colleagues, concerning the risks of a bohemian 
life style, are brought together in a superlative form. I believe that, in his life story of 
Willem de Fouchier, Weyerman adapted his pen to his subject. His style here is differ- 
ent from the rest of the Levens-Beschryvingen. Could it be called painterly? The histori- 
ans of Dutch language and literature will have to decide on this matter. The adjectives, 
used by Boudewijn Bakker to characterise painterliness in the visual arts are: richly 
varied, colourful, diverse, remarkable, peculiar, distinctive and unusual. They do not 
seem to be out of place in this context. 


2 JCW 1150-151. Identified as a work by Paulus 1 de Fouchier: v:102. 
3 Bakker. 
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Moralising texts about customs and manners, such as the ones by Constantijn 
Huygens I mentioned above, hardly ever have a narrative structure. The examples 
inspiring Weyerman as a writer of genre scenes are mostly to be found in theatrical 
texts: comedies and farces. His purpose may have been to mirror aspects of reality in 
his writings, but the way in which he did so was by creating literature. Being an art 
historian, it is beyond my capacities to discuss Weyerman as a literary author. Luckily, 
this aspect of his work is studied with increasing intensity by a number of scholars, 
centered around the Stichting Jacob Campo Weyerman. 

One of the aspects of Weyerman’s written work, distinguishing him from his Dutch 
contemporaries, is his use of English sources. Apparently, his English travels did not 
only result in contacts with the visual artists of his time; in the taverns of London 
his evening conversations cannot have been solely with painters and sculptors. Did 
Weyerman make personal contacts with English poets and authors? In any case he 
must have read a lot, bringing back home with him the piles of books, booklets and 
periodicals he acquired in London. 

In a series of recent publications Jac Fuchs identified a number of characteristic 
cases of Weyerman’s use of English texts. The latest of these contribution focuses 
on the biography of Willem de Fouchier, about which we had a lively e-mail corre- 
spondence. In his De behangselschilder Bon Homme he supplements and corrects the 
factual information contained in the Levens-Beschryvingen. Fuchs also points out 
where Willem and his relatives are discussed in Weyerman’s other publications. But 
most importantly, he discovered which English poem was the example paraphrased 
in the biography under discussion: the inebriated company in a Leicester inn from 
The Poet’s Ramble by Ned Ward is ‘translated’ into a Brabant tavern.* Earlier already 
Fuchs pointed out that Ned Ward’s London Spy, issue Xv, contained the model for the 
‘portrait’ of an innkeeper earlier in the same vita. Not long ago, discoveries like these 
would have been interpreted as a further exposure of Weyerman’s plagiarism. Now 
we are glad to find traces of his working method, indicative of his way of thinking. 
Comparison of the English example and its Dutch remodelling highlights the char- 
acteristics of Weyerman’s personal style. My first impression is that the result is more 
narrative in character, the style of writing livelier and the subject matter more varied 
than the rough material one finds in Ward’s publications. But it will be the task of liter- 
ary historians and critics to formulate a more definitive opinion on this matter. 

Inspired by his English examples, or following an old Dutch tradition, Weyerman 
interspersed his text with short poems, not his best creations, and sometimes he used 
rhyme and rhythm to accentuate certain phrases and expressions. With great creativ- 
ity, Eva Boom transposed my prose translation of these passages into real poetry. 


4 Fuchs Bon Homme. 
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Biography of Willem de Fouchier 


Original Text 


WILLEM de FOCHIER is geboren tot Ysselsteyn, een vryplaats alommers zo berucht 
door het eerloos Stamhuys der vederlooze Hoenders, als de vesting Klissa vermaart is 
door de roofgierige Uscoquen, als Valence beroemt is is door haar Strotsnyders, en als 
Egypte befaamt is door zijn doortrapte Dieven. Hy leerde de Teken en de Schilderkonst 
onder het opzigt zijns Vaders, die een braaf Tapytschilder was, welke stijl den zoon 
verkoos, en een tamelijk goed Schilder is geworden, alhoewel hy die konst vry hooger 
zou hebben opgevyzelt, by aldien hy wat naarstiger in zyn waterverfs potten, en wat 
minder in de kannen en in de pinten had gekeeken. 

[410] Hy kwam over tot Breda geleden na gissing ontrent | tweemaal tien jaaren, alwaar 
hy benevens een jonger broeder, zijn substituyt Tapijtschilder, zijn optrek nam in het 
leggend hart, by den waard van Beek, die uyt de kroes eens zilversmids gekroopen was 
in het wijnvat eens Kroegeniers, en die zo toegeevent was op het kapittel van zijn mal- 
sche bedvriendin en van een gespan mooie vrouws susters, waarschijnlijk om klanten 
te werven, dat de aldaar in garnizoen leggende Officieren alzo wel beyde Juffers en wyn 
konden kommandeeren na lust en na wensch, als by Madame Therese in Amsterdam, 
als by Kornelia Blom in Haarlem, en als by Mama Picart in ‘s Gravenhague. Aldaar 
schilderde dat paar broeders een paar getapisseerde kamers, de beste voor den Heer 
Hartman die zich dood knyzde uyt heerszucht, en de minste voor den Schout Baix in 
het Haagje, die voor eerloos wiert gedeporteert om zijn begaane schelmstukken. En nu 
moet ik den Leezer in ’t voorbygaan zeggen, dat den Schilder Willem noch geen dron- 
kaart was op die tijd, maar hy en zijn broeder versnoepten al hun geld als een koppel 
hoeren, waar door zy genootzaakt waaren om met een stille trom te verhuyzen, en met 
achterlating van alle hun verfpotjes en zwijnspenceelen te vervliegen na het ruym ’s 
Hartogenbosch, zijnde de breede A. hun reeds te naauw geworden wegens de lastige 
bezoeken der Bredaasche schuldeysschers. 
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Translation 


Willem de Fouchier was born in IJsselsstein, a safe haven as notorious for its infamous 
dynasty of plucked poultry,! as the fortress of Clissa is for its rapacious Uskoks,” as the 
city of Valence is for its cut-throats, and as Egypt is for its cunning thieves. His father, 
who was a meritorious painter of wall hangings,? supervised his drawing and paint- 
ing lessons. The son chose the same craft, becoming a rather good painter, although 
he might have elevated his art to a much higher level, if he had inspected his pots of 
watercolour somewhat more diligently, not peering into his wine cans and beer pints 
so much. 

I guess it must have been some twenty years since he came to Breda, | where he [410] 
and his younger brother,* his substitute painter, settled in the inn of the Lying Hart. 
Van Beek, the host, had wriggled out of the silversmith’s crucible into the wine-barrel 
of an innkeeper. As regards his tender spouse and a number of her sisters, he was so 
lenient, probably to attract customers, that the officers who were garrisoned in Breda, 
could order the ladies as well as the wine, just as they fancied. It was there as it is with 
Madame Therese in Amsterdam, Cornelia Blom in Haarlem and Mother Picart in The 
Hague.® 

In this town, the De Fouchier brothers painted two sets of wall hangings, the best of 
these for Mr. Hartman, who fretted himself to death because of his craving for power; 
the inferior set for Sheriff Baix, who was banished from Princenhage, because of his 
roguery. I must inform my readers en passant that, until then, the painter Willem was 
not a drunkard yet, but he and his brother squandered their money as a pair of whores. 
This obliged them to move without drum or trumpet, taking flight to spacious Bois- 
le-Duc, leaving all their pots of paints and their hog’s hair brushes behind. The wide 
river A had become too narrow for them, because of the troublesome visits of Breda 


creditors.® 


1 One of five Dutch sanctuaries that offered inhabitants protection from legal proceedings 
initiated in other cities. Jac Fuchs informed me that ‘infamous dynasty of plucked poultry’ 
refers to burgomaster ‘t Hoen and his relatives. 

2 Clissa (Klis) is a fortress located on the Croatian coast. It played a role in the wars between 
Ottomans, Venetians and Austrians. Its inhabitants were called Uskoks. 

3 Willem de Fouchier (1674-c. 1738) was the son of Paulus 1 Fouchier (1644-c. 1717), grandson 
of Bartram de Fouchier (1609-1673). 

4 Paulus 11 de Fouchier (1674-c. 1742). 

These were ladies running ill-reputed brothels. 

6 A pun on the name of the city. Its (uncertain) etymology is brede Aa: wide river. Many Dutch 
rivers are called Aa or Ee. 
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In die Stad kreeg meester Willem de Fouchier kijkers overvloediglijk, doch koopers 
schaarslijk, waar door zijn buyk inviel gelijk als de gedeputeerden der sprinkhaanen, 
die in het felste des winters de mieren een last tarwe poogde te ontleenen, zo dat hy ge- 
nootzaakt was om voor de tweede maal haasop te speelen zonder zijn huyswaard het 
vaarwel toe te schreeuwen, zingende dit broederpaar dit Brabands airtje blymoediglijk 

[4u] over de Hintemer heyde: | 


En daar mee jerren wy aan, Bis 
Wy danken den waard al van dit huys hy heeft ons wel gedaan: 
Hy heeft ons te eeten te drinken gegeeven, 
En daar voor heeft hy genoeg geschreeven, 
En echter jerren wy aan. 
Wy danken den waard al van dit huys hy heeft ons wel gedaan. 


Die twee broeders doorkruysten de Meyery gelijk als eertijds den Fransche vyant 
deed onder het inzamelen van zijn kontributien, en zy verdeelden doorgaans de 
Dorpsstraaten, vraagende den oudste en den jongste Konstschilder van deur tot deur: 
Hebje geen tapyten behangsels van noode? geen tapyten schilderyen tot schoorsteen- 
stukken, tot passtukken boven deuren of vensters? en zo voort, waar op dan de boeren, 
de boerejongens, de spinnende wyven en de jankende honden uytschooten, de drie 
eersten om de schilders met een Godhelpje of gaat voorby, af te zetten, en de rekels 
om die arme duyvels op het geluyt van hun bassende waldhoorns tot buyten de grens- 
paalen des Dorps te konvooyeeren, die al vlugtenden den schaapharder vervloekten 
die de eerste aanleyding gaf tot de tekenkonst, en gewislijk Boschroovers zouden zijn 
geworden hadden zy moeds genoeg gehad tot dat gevaarlijk beroep, liever dan langs 
alle de Meyerys heydorpen en gehuchten te loopen vagabondeeren als een koppel 
schelmsche Ketelboeters. Maar ten laatsten hadden zy het geluk dat de Landedelen 
hun taaluyting begonnen te verstaan, die dat paar Schilders dan hier een schoorsteen- 
stuk, en daar een passtuk lieten maalen, waar op zy de minst schurfde honden en ook 
[412] de minst roestige snaphaanen, benevens de daar toe behoorende jagerstassen, | jagt- 
hoorns, quakkelbeentjes en alzulke snorrepypen moesten konterfijten, welke schil- 
deryen dan wierden uytgebast als zo veele konststukken van de Ridders Anthony van 
Dyk, en van Petrus Paulus Rubens. Doch misschien zal ons iemant vraagen, waar in 
bestont en hoe hoog liep de belooning? die zullen wy andwoorden, in een met geele 
en groene muuren behangen kamer op het Kasteel, in vry vuur en licht, in een bed 
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In his new abode master Willem de Fouchier got a lot of visitors, but hardly any 
patrons, which made his paunch shrink away, as happens to the deputy of the locusts 
who in the depth of winter tried to borrow a last of wheat from the ants. This obliged 
him once more to take to his heels without loudly and clearly bidding his landlord fare- 
well. Cheerfully the brothers walked away over the Hintum heath, singing this Brabant 
melody: | [au] 


And thus we are off, and thus we are off. 
The lord of this house, he treated us well, we cannot thank him enough. 
He served us food and drink plenty, 
And he charged for it richly. 
But still we are off. 
The lord of this house, he treated us well, we cannot thank him enough. 


These two brothers traversed the countryside East of Bois-le-Duc as some time ago the 
French enemy did, collecting tribute. Usually they divided the village streets, both art- 
ists going from door to door, asking: ‘Do want some wall hangings? A painted tapestry 
as a chimney piece? Any over door or over window paintings made to measure’? Et 
cetera. Then the villagers, the peasant lads, the spinning wives and the howling dogs 
emerged, the first three to shake them off with a Bless you or a Get off, and the dogs 
to convoy the poor devils past the border-posts of the village with the sound of their 
barking bugles. In their flight the painters cursed the shepherd who initiated the art 
of drawing.” Rather than tramping the rural area around Bois-le-Duc as a couple of 
roguish tinkers, visiting all villages and hamlets, they would have turned brigands, if 
they only could muster the courage for this dangerous profession. But in the end, they 
had the good luck that the landed nobility began to understand what the two painters 
were saying. Then they had them paint a chimneypiece here, an over door piece there, in 
which the brothers had to portray the least scabby dogs, the least rusted flintlocks, with 
the matching game bags, | hunting horns, bird whistles, and that kind of trifles. Then [412] 
these paintings were extolled as if they were works of art, made by the knighted Anthony 
van Dyck and Petrus Paulus Rubens. Someone might ask, what the remuneration 


7 Here Weyerman probably refers to Vasari’s anecdote about the way in which Cimabue dis- 
covered Giotto’s talent. The ten year old boy, who was herding his father’s flock, was drawing 
sheep on the rocks with a piece of chalk. 
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opgevult met zemelen om niet onderhévig te zijn aan de aamborstigheyt, in de ade- 
lijke tafel des stamhuysheers, voorzien met de inkomsten Nimrods die een groot jager 
was voor des Heeren oogen, met Nebuchodonosors moeskruyden, de vruchten des 
velds, bestaande in Vuchtsche raapen, Dintersche Boonen, en Heeswijksche graauwe 
erten, in de moutdranken van Ceres, zuur bier verbetert door een versche limoenschil, 
en in doodelijke genever gestookt uyt bedurven appelen in plaats van graanen, in don- 
kerbruyn brood, in goudgeele boter, en in strookoleure kaas, verzelt met wilde hazel- 
nooten, waterzoete druyven, doorrype sleepruymen, met een woord in de dagelijksche 
tafel eens Landedelings in de Meyery van ’s Hartogenbosch. In de vasten rooken zy 
te hooi en te gras eens bejaarden aberdaan, die dikmaals zo ziek was dat hy van de 
vrachtkar tot in het oud adelijk slot moest verbed worden door drie a vier persoonen; 
ook smulden zy wel eens by geval een braad- of een ziedharing, niet minder smaakelijk 
als een bokking die tweemaal de middellijn is gepasseert, waar uyt dan de kuyt en de 
hom wiert geligt, de eerste om met peper en olie gequalificeert, opgedischt te wor- 
den in plaats van Kavejaar, en de hom om in schulpen te braaden in stee van oesters; 
ook kon geen mensch die nooit kavejaar of oesters had gesmaakt eenig onderscheyt 
[413] proeven tusschen die gerechten, zo konstig en zo | afgericht zijn de keukenmeyden 
dier Landedelen. Zeer zelden wiert ‘er gewag gemaakt van eenig geld te geeven tot een 
belooning, als ontrent zo veel dat die Konstenaars de pligt van het Diakens Kerkzakje 
konden voldoen, en op den zondag een kan oud Boschluyks bier gaan zitten verteeren 
ten huyzen van de Drost of Sekretaris. Dat vive les gueux leeven verdroot den jongste 
broeder die zijn afscheyd nam om voor zijn eyge rekening te gaan vagabondeeren, en 
die gelukkiglijk belande aan de Maas, daar hy een tapytenbehangsel schilderde voor 
den lootwitmaaker Quiryn de Visscher, doch die zijn doodslot vond aan het Y, daar 
hy voorbeeldelijk hemelde onder het gebruyk van guajak, zoete kwik, en salsa parilla. 
Maar onzen Tapytschilder Willem de Fochier was een beter lot beschooren, die ging 
een aardig diertje vryen tot Boxtel buyten ’s Hartogenbosch, en dat in een huys waar 
in verschot was van pelsen, vier a vijf juffertjes zo mals als rijpe meloenen, en recht ter 
snee om op een welgedekt bed opgedischt, en by een bekwaam voorsnyder ontgonnen 
te worden. Die vroegrijpe suykerpeeren woonden onder een huysdak onder het opzigt 
van een paar Oomen, twee karige vrekken, die zich zelven uyt de behoeftigheyt had- 
den gelikt door hun medeinboorelingen het net des bedrogs over ’t hooft te haalen, 
en die men zo wel als de wisselaars en lombardiers had behooren te geesselen uyt 
’s Heeren tempel. Die twee Reuzen bewaakten die betoverde princessen, welke dames 
anderszins voorbaarig genoeg zouden geweest zijn om jonge werkluyden te gerieven 
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consisted of, and how high it was. My answer is: in fact, it meant a room with yellow 
and green wall hangings in the castle, free fire and lighting, a mattress stuffed with 
bran to prevent wheeziness, a place at the lord of the manor’s table-d’héte, which was 
provided with the spoils of Nimrod’s chase (who was a mighty hunter before the Lord), 
with Nebuchadnezzar’s vegetables,® the produce of the fields, such as turnips from 
Vught, beans from Dinther, yellow peas from Heeswijk. Furthermore, there were Ceres’ 
malt drinks: sour beer with the peel of a fresh lemon to improve its taste, and poi- 
sonous gin distilled from rotten apples instead of cereals. Also there were dark brown 
bread, golden yellow butter and straw-coloured cheese, combined with wild hazelnuts, 
watery grapes, and overripe wild prunes. In short, the daily bread of the landed nobil- 
ity in the Bois-le-Duc area. In the Lenten season they occasionally smelled an elderly 
salted cod that sometimes was so infirm, that it had to be transported from the carrier’s 
cart into the old and noble castle by three or four men. It also might happen that they 
feasted on a fried or a boiled herring, as tasty as a smoked herring that passed the equa- 
tor twice. The fish’s spawn and milt were taken out, the first to be improved with pep- 
per and oil and served as caviar, the milt to be fried in shells in lieu of oysters. Nobody, 
who had never tasted any caviar or oysters, could tell the difference between these 
dishes, so artful and wily | are the kitchen maids of these landed noblemen. [413] 

The subject of a possible financial remuneration was seldom broached, the artists’ 
payment being just enough for fulfilling the duty of the deacon’s alms bag, and to allow 
them a pint of old local spelt beer on Sundays, drunk at the home of the bailiff or the 
village secretary. This beggars’ life annoyed the younger brother, who took his leave to 
start tramping at his own risk. His good luck brought him to the river Meuse, where he 
painted a wall hanging for Quiryn de Visscher, a white lead manufacturer. He however 
met his fate on the river IJ, where he behaved exemplarily, using guayacan, sweet mer- 
cury, and smilax ornata.’ 

But our painter of wall hangings, Willem de Fouchier, fared better. He courted a nice 
wench at Boxtel near Bois-le-Duc. In that house there was a supply of belles, four or 
five damsels as tender as ripe melons, just at that moment ready to be served on a well- 
laid bed, and to be tried by a qualified carver. These precocious sweet pears lived in the 
house and under the guardianship of two uncles, stingy misers, who had escaped from 
poverty by playing the toady, ensnaring their neighbours in a net of fraud. They should 
have been driven from the Lord’s Temple, together with the moneychangers and pawn- 
brokers. These two giants kept watch over the enchanted princesses. Otherwise the 


8 Nimrod: Genesis x:8-g. After his downfall Nebuchadnezzar ... did eat grass as oxen. Daniel 
1V:33. 

9 Medicines used to treat syphilis. Willem de Fouchier’s brother, Paulus 11, died in Amsterdam 
in 1717 as Jac Fuchs kindly brought to my attention. Probably Weyerman meant their father 
Paulus 1. 


Lyckle de Vries - 978-90-04-42187-5 
Downloaded from Brill.com1 1/09/2020 11:18:32AM 
via free access 


152 APPENDIX 1 


met haare gereedschappen, en inlandsche winkelwaaren, op een duystere avondstond, 
of tusschen deur en dorpel; ook zullen wy ons wel wachten van diergelijke welmee- 
nende poesjes te laaken in die klemmende voornemens. 

[414] | Wat den vryer Willem aanging, die was mans genoeg om het wichtig ampt eens die- 
naars der Heylige Justitie te bedienen in de vrye heerlijkheyt van Boxtel, want hy was 
zo breed geschoudert als een Waterlandsche boerin, zo geneust als het opperste van 
een roode biet, en niet minder geoogt als den uyl die Minervas schild bewaakt. Daar 
by stak hy de beenen zo wijd van malkander als een Surinaams Zeekapiteyn, die zo 
breed schrijd als of hy uyt vrees van verdoolt te loopen tusschen het Y en de Beurs het 
scheepskompas tusschen zijn deyen droeg, om daar langs zijn koers te richten by land, 
gelijk als hy noch onlangs dee by water; ook bloes hy al waggelende als een wanscha- 
pen Leviathan juyst opgereezen op de oppervlakte der wateren. Zo een Adonis gewan 
die blonde Venus, en na dat het paar door alle voorbereydselen der trouw was gerolt 
en gesolt, wiert den Schilder door het kleevent vogellym des huuwelijks vastgehegt 
aan die Heynymf, het vreugdemaal schonk den Oom, de Bruyd wiert gebed, de susjes 
watertanden gelijk als Dam-oesters in de zonneschijn, de speelnootjes gaapten uyt een 
innerlijke aandoening gelijk als de konterfijtsels der Goudsche gaapers op de vensters 
der drogisten, de boerenjonkers beeten uyt nyt de vuursteenen van hun schietgeweer 
in stukken, dewijl de schoonste uyt zeven Heeren landen nu in een Koningrijk was 
herstalt uyt een Gemeene Best, en de boeremadeliefjes waaren zo vergenoegt als pinx- 
terbloemen, om dat haare inkomsten nu stonden uyt te deyen, en zy thans zo veels te 
naader aan de beurt laagen. 

Korts daar aan verreysde den Tapytschilder met zijn wijfje naar Ysselsteyn, zijn ge- 
boorteplaats, en om de minste onkosten kroop hy in onder het huysdak van een kaerel 

[415] genaamt Nieuwkoop, een man die altoos de | waarde van een duyt gaf voor een stuyver, 
en wiens wijf, het hooft uytgezondert, zo natuurlijk geleek naar een verkenstrog, dat 
zy menschelijker wijze van de Westfaalsche zwynen zou overhoop worden geloopen, 
indien zy ooit roekeloos genoeg was om haar persoon in die luchtstreek der ekelen te 
waagen. In dat vervloekt kot wiert den grondslag van zijn verderf gelegt, eerst by den 
hospes en de hospita die een pintsroemer genever uytzoogen langs de wynverlaaters 
pompen hunner blikken, en die den Schilder zo lang predikten tot dat hy eyndelijk 
zin kreeg in die Schiedammer devotie, in welke religie hy zulken opgang maakte, dat 
hy binnen een korte maand dat paar serpenten voor by zoop als of zy stil stonden. 
Naderhant geraakte hy bekent met een koppel kroeghouders, een gespan gebroeders 
zo berucht by den naam van ’t Hoen, als het paar Britsche en Fransche gaauwdieven 
befaamt is by de benaaming van Schephard en Kartouche, en die knaapen flooten hem 
na den mond zo lang als hy een vijfgroot in de tas, en een hembd had in de kas, en dat 
overgehaalt zijnde was het woord; Laat den Esel distels vreeten, de moutwyn wort niet 
gestookt voor de zwynen. 
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damsels would have been rash enough to oblige young working men with their tools 
and their native commodities during a dark evening, or at whatever opportunity there 
would arise. We will certainly not blame these benevolent cats for their pressing plans. 

| Speaking of Willem in the days of his courtship, he was man enough to exercise the [414] 
momentous office of a custodian of Dame Justice, in the free seigniory of Boxtel, being 
as broad-shouldered as a farmer’s wife from Waterland, his nose resembling the tip of 
a red beet, his eyes being as wide as those of the owl watching over Minerva’s shield. 
And he kept his legs as far apart as a captain from Surinam, who strides as broadly as if 
he kept the ship’s compass between his thighs for fear of loosing his way between the 
IJ and the stock exchange, thus shaping his course on the shore as he used to do at sea. 
He puffed and blew while waddling as a hideous Leviathan, who just had risen from 
the surface of the seas. This was the Adonis who was captured by that blond Venus. 
After the couple had gone helter-skelter through all preparations for the marriage, the 
bird-lime of wedlock glued the painter to the heathy nymph. The uncle provided the 
festive meal. The bride was brought to the bedroom, and this wetted the appetite of 
her sisters; their mouths were dripping as oysters lying in the sun. 

Heartfelt emotions made the bride’s play-fellows gape as the countenances of the 
Gouda gapers over the windows of apothecaries. For spite, the rural squires chewed 
the flint stones of their shotguns to pieces, since the most beautiful woman wide and 
far was transferred from a commonalty to a kingdom. The country girls, hoping for 
better revenues, were as happy as a lark, because now their turn would come sooner. 

Not much later, the painter of wall hangings and his wife moved to IJsselsstein, 
his place of birth,!° and to limit their expenses he moved in with a fellow called 
Nieuwkoop, a man who always gave | the value of a doit in lieu of a stiver. Her head [415] 
excepted, his wife closely resembled a pigs’ through; so much so that she most prob- 
ably would be knocked down by the Westphalian swine, if she would ever be reckless 
enough to venture to the land of the acorns. In this damned hovel the groundwork for 
his perdition was laid, which was initiated by the host and hostess, who could absorb 
a pint’s glass of gin just by looking at it, their glances being like the pump of a wine 
gauger. They evangelized to the painter, until at last he felt inclined to their Schiedam 
devotion." He advanced so well in this religion, that within a month’s time he out- 
drunk this pair of serpents so quickly as if they didn’t move. Later he got acquainted 
with a pair of brothers, whose name ‘t Hoen was as infamous as the British and French 
pair of sneak-thieves, called Schephard and Cartouche.” These fellows buttered him 


10 Compare JCw 111:139: Willem de Fouchier was an alderman in IJsselsstein. 

11 The production of Dutch gin (jenever) was Schiedam’s main industry. 

12 Louis-Dominique Bourguignon, called Cartouche (1693-1724) was the leader of a band of 
bandits. Jack Sheppard (1702-1724) was famous for his escapes from imprisonment. 
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Maar in het midden van des Schilders elende gaf zyn goed gestarnte een uytkomst 
door de dood van Madame Fochiers oudste broeder, die zo voorbeeldelijk stierf als hy 
had geleeft, en die een somme van duyzent achthondert guldens naliet, die hy had 
veroovert door zijn arme ziel te belasten met duyzent achthondert vervloekingen. 
Met die erfenis speelde hy, pannetje vet, Leyden is ontzet, hy huurde een huys, kogt 
een reytuyg benevens een paar rossen, nam een lijfknegt in zijn dienst, holde de eene 
stadspoort uyt en de andere in, teerde en smeerde als Frans Quistpenning voor den 

[416] val, reysde en | rotste als een hofkourier, zette allerwege drinkgelaagen op kosten van 
ongelijk, en was binnen de vier maanden zo berooit als van te vooren. En nu besloot 
den Drost ‘er de laatste hand aan te steeken, en eens te beproeven of het spreekwoord 
waar was, dat een Eerampt den inborst hervormt, des appliceerde hy den stempel des 
Schepenschaps op dat onwaardig menschdier dat te naauwer noot zijn naam kon 
krabben met een stukje boerekryt, en dat al te dom was om voor jongste Schepen te 
speelen in een Westfaalsche rechtbank: doch hy scheen hun goed genoeg om amen te 
brommen, en om een guyt die driedubbelt de galg had verdient vry te spreeken van het 
pynlijk halsgerecht. Maar het was kwaalijk gegist en ongaalijk gemist, want in stee dat 
hy zich nu zou gedraagen als een stokbeelt van achtbaarheyt, en zijn hof maaken by 
een Borgermeester die ’s meesters kas had gekraakt, of dat hy zich op eene hoogte zou 
stellen met een tweede Borgervader die zijn wijfs meyd met kind had gemaakt, en dat 
hy een Schout in den arm zou neemen die zo braaf was dat het kant noch wal raakt, 


Ging Willem nachten lang en ook geheele dagen, 
Zijn bast opvullen in des Hoens vergulde wagen, 
Daar Goris Kromneus, en zijn tandelooze bes, 
Weerzijds met het geschaarde mes 
Van dubbelt krijt, die guyl zo deerlijk leerden vedélen, 
Tot hy al tê arm was om langs het land te bedelen. 


Helaas! toen beschouwde ik innerlijk, (zegt den Schryver deezer boekdeelen,) dat 
Willem de Fochier zijn houte Heyjuffer niet had geschaakt uyt liefde, maar dat hy in 
[417] tegendeel als een vooruytziende man die Infante had | vervoert om hem in de grootste 
helft van zijn armoede te verpoozen; doch dat den een voorzienigheyt noemt, doopt 
een tweede bedrog, des weeten wy niet wat naam wy zullen geeven aan dat kind der 
verwarring. Wat ‘er van zy of niet en zy altoos is het zeker, dat meenig getrouwt man 
zijn huysvrouw behandelt als een lastdraagende kameel, die hy in stee van te belaaden 
met kostbaare Koopmanschappen, bevracht met de grootste en zwaarste pakken van 
zijne behoeftens en weereldlijke zwaarigheden, en aan welk onnoozel dier hy noch tot 
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up as long as he had a shilling, no more, and just one shirt in store, but when these were 
spent, their maxim was: Let the donkey eat thistles. Malt wine is not distilled for swine. 

But at the nadir of our painter’s misery, his lucky stars extricated him through the 
demise of Mrs. De Fouchier’s oldest brother, whose death was as exemplary as his life 
had been. He bequeathed a sum of one thousand and eight hundred guilders, gained 
by burdening his soul with one thousand and eight hundred curses. With this inheri- 
tance it was pot full of grease, Leyden’s release? He rented a house, bought a coach and 
a pair of horses, hired a valet, moving around restlessly, spending money on food and 
drink as thriftlessly as Frans Quistpenning used to do before his downfall.!4 

| He travelled and galloped as a court courier, organised drinking-bouts all around, [416] 
making the wrong person pay, and within four months he was as destitute as he was 
before. Now the bailiff of the place decided to make a last attempt, checking if the 
proverb held true: A honorary office improves a man’s character. Therefore he applied 
the seal of aldermanship to this subhuman De Fouchier, who was hardly able to scrib- 
ble his own name with a piece of chalk, being too stupid to act as the junior judge in 
a Westphalian court of justice. He seemed to be qualified to say yes and amen, and to 
acquit a rascal, who deserved to be hanged three times over, of the painful rope, but his 
guess was amiss and his error no bliss. Instead of behaving as a monument of respect- 
ability, paying marked attention to a burgomaster who had robbed the treasury, or 
emulating a second burgomaster, who had impregnated his wife’s maid, or seeking the 
assistance of a sheriff, who was so dauntless that it became fatuous—instead of all this 


Willem stuffed his stomach for days and nights on end, 
In the Gilded Coach of Mr. ‘t Hoen, where all his time was spent, 
Where Goris Hawknose and his toothless crone, 
with the notched knife of a double crayon,'® 
taught the unfortunate lad to fiddle like mad, 
until he was too poor to go begging for his bread. 


Alas, only then I began to understand (the author of these volumes says), that the 
foresighted Willem de Fouchier had not abducted his heathery bride for love but that, 
on the contrary, he had carried off his princess | to alleviate most of his poverty. But [417] 
what some call providence, is marked as fraud by others. This leaves us in doubt, how 


13 He sang pannetje vet, Leyden is ontzet. This proverbial expression refers to the relief of 
Leiden, after the siege of 1573-1574. The city’s starving population found food in the 
Spanish trenches when the enemy had left. 

14 Money squanderer. A name that was often given to spendthrifts. 

15 Het geschaarde mes van dubbelt krijt: the damaged knive of double chalk. Consumptions 
in inns were marked on the wall or on a tally with a piece of chalk, a short line for each 
glass. Using dubbel krijt means using a piece of chalk that makes two line instead of one. 
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een toegift van kwaadaardigheyt zich misgrypt door alle die bittere mishandelingen 
die voortkomen uyt een berooit hooft tusschen dwaas en mal, en des niettegenstaande 
springt hy schrylings op dat overlaaden dier, 


En dan is't weg ‘er mee 
Na Paphos blanke ree. 


Doch het slimste van allen was dat dien Schilder zijn huuwelijks ros noch deszelfs veu- 
len niet bezorgde van haver, hooi, of versch stroo, daar hy in tegendeel zich te barsten 
vrat en zoop aan de openstaande krebbens der ligtgeloovige steden- en boeren waar- 
den. Ook was hy altoos den eerste by de kreb, en den laatste op ’t stal, als die nooit 
vertrok voor dat Bacchus en Morpheus de oogleden zijner mededrinkelingen op het 
nachtslot begonnen te zetten, als wanneer zy in slaap vielen als een troep mormeldie- 
ren, op de jagt kroopen om hun verstrooide zinnen te verzamelen, of dat zy ronkten 
en snorkten als een kudde verzaade zwynen, dat is op goed nederduyts, als zijn gezel- 
schap baljaarde en teerde gelijk als de St. Huybertsheeren tot Breda, welke laatsten zo 
[418] een onkristelijke keel opzetten op de opening van een maagere | venezoenpastey, als 
of zy na dat dollemans feest nooit meer stonden te eeten of te drinken. Dan zeggen 
wy, scharrelde hy eerst naar zijn huys, en dan schudde hy zyn natuurs vermomming 
zo schielijk uyt als een happig bruydegom zijn statiegewaaden uytschud, en hy viel in 
slaap zonder te leezen of te bidden voor zich zelven of voor zijn schuldeysschers, of 
zonder zich eens te bekommeren met’s weerelds zorgen; zo dat men met der waarheyt 
mag getuygen van dien onbedachten Schilder, dat hy in alles gelijk was aan een houte 
kegel, die ter plaats daar hy wort gegooit blyft leggen. ’s Anderendaags verwekte de na- 
tuur hem op nieuws uyt den doode om ‘er het oud spel mee te speelen, dan schoot hy 
in zijn wijde broek gelijk als een Ysselsnoek schiet in een fuyk, en hy kleede zich van de 
kop tot aan de pooten in min tijd als een Saletjonker verspilt in het adjusteeren van zijn 
paruyk, en dan waggelde hy na Goris Kromneus om dat leeven van meet af aan te her- 
vatten. Aldaar viel hy in de zwijnskudde der verouderde, pasrijpe, en noch groenende 
ligtemissen, alle rotsgezellen van den voorgaanden nacht, rompslomp geharnast in ja- 
pansche rokken gefabriceert uyt esels dekkleeders, in vriesche wammessen, en in drie- 
maal door des snijders konstnaald overgehaalde broeken, die zo schielijk op en neer 
vloogen als de wijzer van een kerkklok, of als een patient die achterwaards de guyten- 
ladder opklimt om zijn laatste afscheyds audientie te neemen van deeze booze aarde, 
gedast in een uyt hennep gesmeede ringkraag. De sommigen taxeerden het tegenwoor- 
dig ministerie hunner Overheden, deezen anatomizeerden den Godsdient, en geenen 
bazuynden de loftuytingen uyt van den Schoolmeester, van den Organist, of van dat 
paar leelijke rosse spooken, op wier bekoorelijkheden de Kapellaan zo bovennatuur- 
[419] lijk was verslingert, | dat veele natuurkundigen onderstelden dat hy door het nootlot 
was overgegeeven aan die raazernyen, om by vervroeging de pynen des vagevuurs te 
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we should name this result of confusion. However it may be, it is certain that many 
a married man treats his wife as a beast of burden, not loading his camel with costly 
merchandise, but burdening her with the largest and most heavy packages of his needs 
and worldly problems and, with an excess of malice, abusing the innocent creature 
with all cruel assaults, arising from his idle brain, half fool and half crazy. All the same 
he bestrides the overburdened animal 


and then off it goes 
to the white shores of Paphos. 


But worst of all was the fact that our painter did not provide his married mare nor its 
filly with oats, hay or fresh straw, whereas he himself crammed his stomach with food 
and drink at the generous mangers of credulous innkeepers in towns and villages. He 
always was the first to go to the manger, and the last to seek the stable. He never left 
before Bacchus and Morpheus began to double-lock the eyes of his drinking compan- 
ions, when they fell asleep like a family of dormice, went searching on all fours for 
their lost senses, or snored and grunted as a herd of well fed pigs. In other words, he 
left his company when they raved and stormed as the members of the guild of Saint 
Hubertus at Breda, who started screaming wildly when a meagre pastry of venison 
was being served, | as if, after this fools’ feast, they never would get anything to eat or [418] 
to drink anymore. Not before then, we inform you, he would shamble home, dropping 
what hid his true nature as quickly as an eager bridegroom sheds his festive clothes. 
He would fall asleep without praying or reading the bible for himself or his creditors, 
not troubling himself with the worries of this world. One can truly state that this thrift- 
less painter was like a wooden skittle that remains where it has tumbled down. The 
next morning, nature raised him from the dead, to play the same game again. De 
Fouchier would slip into his wide trousers as rapidly as a pike from the river IJssel slips 
into a hoop-net. He would dress from head to toe in less time than a coxcomb wastes 
on adjusting his wig, and then he would shamble back to Goris Hawknose to resume 
his previous dealings. There he would join the herd of elderly, adult and immature 
swine, lewd men who had been his drinking companions during the previous night. 
They were carelessly armoured in dressing gowns, made from the covers of donkeys, in 
Frisian jerkins, in trousers that had been repaired three times over with the ingenious 
needle of a tailor, that moved as quickly as the hand on a church’s dial, as quickly 
as a man who patiently climbs the scoundrels’ ladder backwards, with a hemp collar 
around his neck, to give a last farewell reception to this wicked world. Some of these 
guests evaluated the present policy of the local authorities, others anatomized the re- 
ligion, others again loudly praised the schoolmaster, the organ player, or that couple of 
ugly red-haired frights, whose charms the chaplain was so miraculously smitten with, | [419] 
that many physicists assumed that destiny had subjected him to this frenzy, giving him 
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smaaken op deeze werelt. Dat soort van diskoersen behandelden die Heeren met een 
ongemeene warmte, dewijl ieder hooft voor hooft zijn gevoelen zo hartnekkiglijk ver- 
dedigde, dat het elk ogenblik geschapen stont als of die zwakke moutwynslurpers een 
gevegt van geraamtens wilden ontginnen, en hunne beenders te zamen te doen rate- 
len, ten eynde om die hoofdpunten te beslissen met de handen en vuysten, die zy niet 
konden vonnissen met hun tongen. 

Het heeft ons eenmaal gelust die hottentotsche byeenkomst by te woonen voor een 
korte tijd, zegt den Schryver van deeze Leevensbeschryvingen der Konstschilders en 
Konstschilderessen, toen ik zulke figuuren zag die mijn gedachten vervoerden boven 
den Evenaar, en die my dwongen te gelooven dat ik op reys was geraakt in deeze of 
geene vreemde luchtstreek, alwaar een onbeschaafde natie de ruuwheyt van haar in- 
borst vertoont door de ongeschoftheyt van haar kleedyen. Onder anderen zag ik een 
Ysselstyns edeling die zijn harssenloos bekkeneel had overstulpt met een soort van een 
tulbant, en daar by was zijn japonsche vacht doorweeven met zulke kluchtige koleuren, 
dat het scheen als of hy uyt zijn bed gestooven was op het geroep van brand, en door 
haast zich had gewentelt in een stuk Rouaans tapyt om zijn naaktheyt te bedekken. 
Een ander heerschap die beyde een Borgervader was en een Latyns Schoolmeester, 
kwam my voor als het konterfijtsel van *Anius, aldus vertaalt door Joost van Vondel, 


[420] * Zie het derde boek van Virgilius Maro. | 


Den koning Anius, gekoren tot regeeren 
Het rijk en Priesterdom, ontmoet met Gods laurier 
En offerband om ’t hooft ons heusch, naar ’s lands manier. 


Want hy had zijn kalfshooft gestooken in een soort van een muts gevormt als een kaers- 
snuyter, hangende half wege zijn rug als de kap van een Franciskaaner Monnik, waar 
door hy niet kwaalijk geleek na een stalknegt van den Afgezant van den Koning van 
Marokko, of na den mondkok des Sabandaars van het onbekent Zuydlant. Een tweede 
Borgervader die ’t zedert bankrot is gespeelt, en zich thans uyt een laage ootmoedig- 
heyt in een Kelder ophoud in ’s Gravenhague, was in een japon gebakert zo eng, zo 
strak, en zo bekrompen, dat hy met noch grooter voorzorg zijn beenen voortzette, dan 
een student in de Wiskonst zijn passer opent, om zich niet buyten zijn bestek uyt te 
breyden. Den Schoolmeester die zo rijk was, dat hy geen grond genoeg bezat om een 
bos geele wortelen in op te kweeken, droeg een zwaare bonte muts in de hondsdagen, 
welk Muskovies hoofdcieraat zijn harssens zo deerlijk had verbrant tot houtskoolen, 
dat hy te gek was om alleen by ’t vuur te worden vertrouwt, veel min om kinders te 
onderwijzen. Den respektieve zwaarddrager van de godin der gerechtigheyt, scheen 
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an earthly foretaste of the torments of purgatory. These gentlemen discussed those 
matters with an uncommon fervor, because each of them defended his opinion so te- 
naciously, that all the time it looked as if these enfeebled ale sippers were about to start 
a fight of skeletons, rattling their bones collectively, to decide with hands and fists on 
the issues they could not settle with their tongues. 

Once I felt inclined to briefly attend this Hottentots’ gathering, the author of these 
Biographies of Painters and Paintresses says. Then I observed a kind of beings that 
made my thoughts wander off beyond the equator, making me believe that my travels 
had brought me to some foreign realm, where an uncivilised nation betrays its rude 
character by the crudeness of their clothes. Among others, I saw an IJsselsstein noble- 
man who had covered his brainless skull with a kind of turban. His dressing gown was 
interwoven with such funny colours, that it looked as if he had jumped hastily out of 
his bed on hearing the cry of Fire, fire!, hastily covering his nakedness by wrapping 
a piece of Rouen carpet around his body. Another gentleman, who was both a bur- 
gomaster and a schoolteacher of Latin, resembled the portrait of Anius,!® I thought, 
translated by Joost van Vondel as follows: | [420] 


King Anius, chosen to rule 
over state and priesthood, with the laurels of a God 
and a ritual band around his head, 
salutes us, after the ways of the land, a man well-bred. 


This man dressed his calf’s head in a kind of hat that looked like a pair of candle snuff- 
ers. It hung down on his back as a Franciscan monk’s hood, which made him resemble 
a groom to the King of Morocco’s ambassador, or the chief cook of the Sabandarians 
from the unknown Southern Continent.!” Another burgomaster, who has gone bank- 
rupt since, and who dwells in a basement in The Hague presently, because of a con- 
temptible self-abasement, was swathed in his dressing gown so tightly and tautly, that 
he moved his legs more cautiously than a student of mathematics opens the legs of his 
compasses, fearing that he might go beyond his limits. The schoolmaster, who was so 
rich that he had not enough land to grow a bunch of yellow carrots, wore a heavy fur 
cap during the dog days, which Muscovite headgear had seriously burned his brains 
to charcoal. Consequently, he was too crazy to be left alone in a room with a fire, let 
alone that he could instruct children. At first sight, the respectable sword-bearer of the 


16 Weyerman’s footnote: see Virgilius Maro’s third book. This refers to Aeneid 111:80-84. 
17 Sabandar is a town on the island of Java. Zuidland (Southern Country) was the usual 
name for Australia before it was discovered by Europeans. 
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een jongen op’t oog, alhoewel hy een kind was op de proef, en dewijl hy zijn intree dee 
in die kroeg in een japon doorweeven met allerhande kakelbonte koleuren, dacht ik in 
den beginne dat het ‘er kermis was, en dat die knaap een koordedansser was, die zich 
na die halsbreekende oeffening kwam verquikken met een glaasje inlandse moutwyn. 
[421] Maar niets verwonderde my meer als dat ik een oude | Pastoor in die kasteleny zag 
instappen, gekoiffeert met een hoed ter groote van den helm eens Weezopper genever- 
stookers, die zich al grommende aan een geestropieeert theetafeltje neerzette, en een 
glaasje nommer een eyschte. Den waard bragt een welgekurkte fles die zo maagdelijk 
was gestopt, dat ‘er geen kans scheen om die met vinger en duym te openen, derhalve 
vroeg hy aan dat oneerwaardig gezelschap, of ‘er ook iemant van de Heeren hem kon 
gerieven met dat instrument? welke Heeren eenpaariglijk riepen van Neen, zijnde een 
iegelijk hooft voor hooft meer benoodigt om een broodmes als om een kurkentrek- 
ker, zo dat het sus of zo geschapen stont of de fles zou ongeopent hebben moeten 
wederkeeren, toen den Pastoor met de traanen in de oogen van verlangen zey; Halte, 
Heer Waard, ik zal beproeven of er een is te vinden, om die zwaarigheyt te ontsluyten. Dit 
gezegt hebbende begon hy te hoetelen in zijn tassen en in zijn broekzakken, waar uyt 
hy voor eerst een getijdeboek haalde, benevens een stuyvers nootemuskaat rasp, een 
hapschaars Almanak, en een vaal brilhuysje, na welke weereldlijke nootzaakelijkhe- 
den hy een kerketrekker voortbragt groot en stevig genoeg om een houte bom uyt een 
half oxhooft mee uyt te rukken, welk instrument geen kleyn gelacgh verwekte onder 
die arme gemeente, waar van ‘er een het woord op nam, en den Pastoor aldus begroe- 
te; My dunkt, Heer Pastoor; dat een getydeboek en een Kurketrekker oneyge medgezellen 
zyn, en onbekwaam om in een tas te huysvesten. Waarom geefje die niet een apart loge- 
ment in uw tassen of broekzakken? Daar op den dorstigen Harder andwoorde; Dewyl de 
Godsdientigheyt de ziel verkwikt, en dat een maatiglyk gebruykt dropje kracht byzet aan 
het licghaam, waarom vermag dan een boek dat ons versterkt in het een, en een instrument 
[422] dat ons | gelegendheyt geeft tot het ander, zo wel niet geoorloft zijn als het licghaam en de 
ziel om elkander te vergezelschappen, tot wier behoudenis zy zijn uytgevonden? Maar my 
dunkt, Heer Pastoor, (schoot ‘er den Borgermeester Kindermaaker op in, die van zijn 
overspeelige overtreeding met zijn Meyd was geabsolveert t’ zedert dat hy zijn vrouw 
had verzoent door een voetval) dat een Kurketrekker in de tas eens Pastoors, is gelijk als 
de Gebeden van Havermans in de hand van Juffrouww Mario; het een betaamt zo min aan 
zijn beroep, als het ander voegt aan haar opspraakelijk gedrag. Waar op den Kerkheer 
repliceerde; Een goed boek in de handen eens zondaares, en een goeddoende instrument 
in de hand eens Kerkendienaars, zyn beyden pryslijke werktuygen: ook verwondert het my 
dat een Overspeeler, die noch zo kort geléden de Heylige Inquisitie is ontsnapt, zich durft 
airs te geeven om een eerwaardig persoon gelijk als ik my onwaardig noem, te beschimpen 
in een vol gezelschap van pas ontnuchterde nachtravens. Dit gebromt hebbende leegde 
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Goddess of Justice seemed to be a boy, but observing him somewhat longer he turned 
out to be a mere child. Since he made his entry in a motley dressing gown of the wild- 
est colours, I at first guessed there was a kermis, the boy being a rope-dancer, who, 
after his breakneck performance, wanted to refresh himself with a glass of Dutch beer. 
But I was never as amazed as when I saw an old priest | entering the inn, wearing [421] 
a hat as big as the helmet of a distiller of gin from Weesp. With a growl he sat down 
at a degenerated tea table, demanding a glass of Nr. One. The innkeeper brought a 
bottle that was plugged so inviolably, that it seemed impossible to open it with two 
fingers. Therefore he asked the indecorous company, if anyone could help him out 
with a corkscrew. The gentlemen unanimously said no, because each of them needed a 
breadknife, rather than a corkscrew. When it looked as if the bottle had to go back un- 
opened, the priest said, with tears of yearning in his eyes: ‘Stop, Mister Innkeeper, I will 
try to find something to solve the problem’ Saying this, he began to fumble in his bags 
and pockets, producing a breviary to begin with, then a cheap nutmeg grater, an apoc- 
ryphal almanac, and a discoloured spectacle case. After all these mundane necessities, 
he produced a corkscrew, big and strong enough to remove the wooden bung from a 
half hogshead. This instrument caused a roar of laughter in the penniless community, 
of which one member addressed the priest with the following words: ‘I would think, 
Father, that a breviary and a corkscrew form an unequal couple, and therefore they 
should not be lodged in the same pocket. Why don't you give them separate homes in 
your bags and pockets’? Then the thirsty pastor replied: ‘It is because religion refreshes 
the soul and a drop, used with moderation, strengthens the body. Why should a book 
that strengthens us in one respect, and an instrument | enabling us to do the same [422] 
in another, not be permitted to keep each other’s company, just as body and soul go 
together? These things were invented for their salvation’. The procreative burgomaster, 
whose wife had forgiven his adulterous offence with the maid, when he had recon- 
ciled with her by going down on his knees before her, reacted saying: ‘I believe, dear 
Pastor, that a corkscrew in the pocket of a priest is as Haverman’s prayers in the hand of 
Miss Mario.!® The first doesn’t accord better with his profession, than the other agrees 
with her disreputable behaviour’. The answer of the ecclesiastic was: ‘a good book in 
the hands of a sinner, and a beneficial instrument in the hands of a clergyman, both 
are laudable tools. But it amazes me that an adulterer, who recently escaped from the 
Holy Inquisition, is pretentious enough to scold a respectable person (as I consider 
myself to be in all modesty), in the company of scarcely sobered down night owls’. 
After muttering these words, he emptied his glass of Dutch gin in a single draught, an 


18 Johan Haverman, Christelijke gebeden en dancksegginghen, Amsterdam (N. van Ravesteyn), 
1659. 
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hy het mutsje wacgholder in eene teug, geen gering bewijs van een innerlijk misnoe- 
gen, dewijl hy ‘er doorgaans een paar teugen uyt formeerde, en hy ging strijken. 

Op dat moment trok den Tapytschilder Willem de Fochier den waard Kromneus aan 
een kant, en hy verzogt hem op het aldervriendelijkst om een halve rijksdaalder ter 
leen, met belofte van hem die som, benevens den behoorlijken intrest, te zullen rem- 
bourseeren binnen het bestek van een groote veertien dagen. Den gevorkte Kromneus 
bekeek hem zo vriendelijk op dat verzoek, gelijk als den Kerkduyvel Titevellus den 
Priester bekeek die hem tot aan de kin toe had gekerkert in een bak met wywater, en 
na die begrynzing beet hy hem toe, dat hy t’ zedert drie dagen zich zelven en zyn geheel 

[423]  huysgezin | had vervloekt, byaldien hy ooit een mensch, al was het ook den Paus in per- 
soon benevens de geheele Konsistoreie van Kardinaalen, een stuk van vijf groot kwam te 
leenen; doch dat hy by zijn vrouw kon gaan, en haar zulks afsmeeken. Daar op vervoegde 
zich die naakte konstzwaluw by dat tandeloos wijf, aan welk ondier hy het eygen re- 
quest overleverde, welke Dame hem alommers zo vriendelijk ontfing als den waard, 
en hem op deeze wijze kapittelde; Hoor, Willem den schilder, men waagt zyn geld niet 
ter leen aan kaerels die hier eens te hooi of te gras komen drinken. De tyd heugtme datje 
myn wyn, bier, en sterke drank voor de beste natte waaren keurde in de geheele Parochie; 
maar nu onderstel ik datje den drank in St. Joris beter zal gevallen. Waarlyk dat is niet 
vriendelyk by uw gedaan, want ik gaf uw nooit eenige oorzaak om myn huys te verlaaten, 
by zo ver als ik weet. Ik ben verzekert datje altoos goede waar hebt gehad voor uw geld, ook 
weygerde ik uw nooit borg als de tyden boos waaren, gelyk als ik met myn schuldley kan 
bewyzen; en daar by is myn maat zo ruym als die van iemant van de buuren. 

Die ondankbaarheyt, gepleegt tegens een man die zijn geheele welvaart in dat nest 
had verdronken, verdroot my zo vreeslijk, dat ik in een hoekje van de kamer kroop om 
aldaar het navolgent karakter van een waard op te stellen. 


Het karakter van een 
WAARD. 


Ten tijde der aloude maatigheyt, toen de Herbergen zo schaars waaren als de Kerken, 
[424] niet boven een kroeg in een Wijk, als wanneer een winkelier was geruineert | door zijn 
ligtgehielt wijf, door de ongehoorzaamheyt van zoonen of dochters, door watersnoot, 
brand, processen, en alzulke aan den mensch eygen kruyssen en verliezen; dan ver- 
voegde zich dien ongelukkige aan de Overheden van zijn stad, en hy verzogt demoe- 
diglyk om een herberg te moogen opzetten in den omtrek van zyn wyk, om daar door 
zyn huysgezin te beschutten tegens de hongersnoot, en niet ten laste van de parochie 
te moeten komen. Dewyl hy nu in een grimmig humeur was vervallen door gestadiglijk 
aanmerkingen te maaken over zijn ongelukkige omstandigheyt, en over de snoodheyt 
van zijn tegenwoordig beroep, wiert hy doorgaans by de drinkelingen begroet met de 
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unmistakable proof of his heart’s displeasure, because normally he divided his drink 
over a number of sips, and then he left rightaway. 

Precisely then the painter of wall hangings Willem de Fouchier drew the innkeeper 
Hawknose aside, most kindly asking the man to lend him half a rix-dollar and promis- 
ing to pay that sum plus a fair interest back in a period of two weeks or so. Hawknose 
reacted as kindly to this request as the ecclestical devil Titivillus looked at the priest 
who chained him in a vat of holy water, immersing him to the chin.”° After this grin, the 
doublepronged innkeeper snapped at the painter,” saying that three days ago he and 
his family | made an oath that never anybody, not even the Pope himself or the whole — [423] 
council of cardinals, would borrow from him a coin of five groats.”* But he could go and 
see his wife, begging for this loan. Then the penniless artist applied to this toothless 
crone, submitting the same request to this monster. However, this lady received him 
as friendly as the innkeeper had done, reprimanding him as follows: ‘Listen, painter 
Willem, one doesn’t take the risk of lending money to a fellow who visits us for a drink 
occassionaly. I remember the days when you considered my wine, beer and liquors 
the best wet merchandise in the whole parish. But I believe that nowadays the drinks 
in Saint George’s inn are more to your liking. Really, this is uncourteous of you, since 
I never gave you any reason to leave my house, as far as I know. I know for sure that 
you always got highgrade stuff for your money. And I never refused to give you credit 
when you were in dire straits, as I can prove with the list of debts on my slate. And 
I give a better measure than any neighbour does’. 

This act of ingratitude towards a man who drank away all his property in that den, 
annoyed me so much, that I retired to a comer of the taproom, there composing the 
following sketch of an innkeeper’s character. 


The true Character of an 
INNKEEPER. 


In the days of time-honoured temperance, when taverns were as rare as churches, one 
inn per neighbourhood at the most, a shopkeeper might address the gouvernors of 
his town, | humbly asking permission to start a tavern in his his own neighbourhood, [424] 
thus protecting his family from famine and preventing their dependence on the parish. 


19 As Jac Fuchs kindly informed me, the pages about innkeepers (422-427) were copied 
from Ned Ward's The London Spy. First published as a periodical between 1698 and 1700, 
the text was reprinted in bookform in 1703. 

20 _ Titivillus is a devil causing scribe’s and printer’s errors. 

21 Gevorkt (forked) means have two prongs. This refers to the expression using dubbel 
krijt, using a piece of chalk that makes two line instead of one; each line indicating one 
consumption. 

22 A groot (groat) is worth half a stiver; twenty stivers to the guilder. 


Lyckle de Vries - 978-90-04-42187-5 
Downloaded from Brill.com1 1/09/2020 11:18:32AM 
via free access 


164 APPENDIX 1 


smaadelijke toenaamen van, vroedschap Knor, Hopman Roest, Heer Jan Tonbuyk, 
Schildknaap Bierlaars, Doktor Preutelaar, en diergelijken; zijnde hy by een iegelijk aan- 
gezien voor een gescheurde fiool, voor ieder snapper bevoegt om op te speelen. Ook 
kon de goede vrouw die voor keldermeyd scheep kwam, en haar schouders verwarmde 
met een stuk oud laken in stee van een nachtmanteltje, niet vermeyden van by een 
dronken Peet op nieuws gedoopt te worden met de tytels van, moeder Grom, moeder 
des Satans, de Toveres van Endor, mevrouw Baldaadig, grootje des Verderfs, juffrouw 
Snap, Grietje Praatjeby, en diergelijken. Doch hedendaags is de weerelt, gelijk als een 
groene mof verheven uyt de armoede in de voorspoed, zo wonderlijk verandert, dat zo 
dra als een arbeydsman een stuyvertje heeft overgegaart, of dat een luywammes een 
sommetje van een oude peetemuy heeft geerft, valt hy in de beschouwing hoe maklijk 
dat een zot van zijn geld scheyd, hoe heerlijk de Kroegeniers leeven, de luyheyt hunner 
[425] leevenswijze, de vruchtbaarheyt hunner beurzen, de lekkerheyt hunner tafels, den | 
kostbaaren opschik hunner huyzen, en de welvaart hunner kinders, en hy resolveert 
zyn kapitaaltje te waagen in dat spel, op hoop van mee in ’t kort ryk en weelig te zul- 
len worden. Achtervolgens dat besluyt huurt hy een huys welgelegen voor de tappers 
neering, alwaar hy zich in de eerste jaaren demoediglijk aanstelt, en de grootste helft 
van de kennissen zyns voorigen ambachts ruineert die hem dagelijks komen bezoeken, 
waar door hy tot de eene of andere kleyne bediening in zyn wyk wort verhoogt, en dan 
begint hy te zwellen en ‘er zo bars uyt te zien, als een laquey die door een langdraadi- 
ge dienstbaarheyt een Komiesampt heeft geobtineert. Dan acht hy zyn persoon geen 
haairbreedte minder als den Kaikaman van Konstantinopolen, en hy zet meer uyt in 
den omtrek van ses maanden, als hy eertyds dee in ses jaaren. En nu begint hy zijn 
koussen vroegmorgens op te haalen gelyk als een fatsoenlyk man, en hy laat de lit- 
tekens van de voorschootsband glad stryken uyt zyn kleeders, zo dat bykans geen 
mensch een gissing kan maaken over zyn beroep als hy langs ’s Heeren straaten wan- 
delt, als by het hobbelen van zyn gang, en by de meenigte van zyn goude ringen. Nu kan 
hem zyn eigen huys niet langer omvatten; daarenboven vat hy zo een weerzin op tegens 
den drank die hy verkoopt, en hy haat zijn gestoomde wyn en gevislymt bier alommers 
zo zeer als een kruydenier walgt van pruymsop, of als een Apotheeker een afkeer heeft 
van zyn medikamenten. De besten wynen in den Doelen of in ’s Heeren Logementen 
kan hy alleenlyk verzwelgen, welke wynen hy koopt voor de penningen dier zotten, 
die snoode wyn en zwynenbier ingulpen aan zyn huys, om hem te onderhouden in 
het beste wynhuys. Nu verwacht hy een Oostersche eerbiedigheyt van die klanten, 
[426] voor wier voetzoolen | hy zich in den beginne plagt te buygen en te wringen als een 
Fransche Kamerdienaar, en hy zal een half quartier uurs staan hangen tegens de deur 
van zyn gemeenen haard, en zyn orlogie vyf a ses maal open en toe doen, eer dat hy 
zich verwaardigt de vraag te beantwoorden van een gemeen borger of ambachtsman. 
Die aloude instrumenten, die eerste werktygen die hem neering aanbragten in den 
beginne, zyn thans zo geheelyk uytgeblust in zyn geheugen, gelyk als den eerste man 
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The unlucky man would do so, when he was ruined by his frivolous wife, by his un- 
ruly sons or daughters, by a flood, a fire, a lawsuit or any other human sufferings and 
losses. Since he developed a surly frame of mind by constantly finding fault with his 
unlucky situation, and the lowliness of his present occupation, the topers usually ad- 
dressed him with contumelious sobriquets such as: burgomaster Grumbler, constable 
Rust, mister John Barrelbody, squire Beer-boot,?? doctor Grouser, et cetera. Everybody 
saw him as a complete failure, as a broken fiddle that anybody could play. Nor could 
the worthy woman, who was employed as a cellarer and who kept her shoulders warm 
with a piece of cloth instead of a pelerine, avoid being renamed by a drunken fellow 
as mother Growl, Satan’s mother, Witch of Endor, mrs. Lawless, granny Doom, miss 
Twaddle, Meggy Gossip, et cetera. But presently the world has changed as miraculously 
as a recently arrived Westphalian, who suddenly went from poverty to prosperity. As 
soon asa laborer saves a pretty penny, or when a lazybones inherits a nice sum from an 
old godmother, he remembers how easily a fool and his money are separated, how glo- 
rious innkeepers live, how easy their way of life is, how fat their purses are, how good 
their meals are, | how expensive the decoration of their houses is, and how prosperous [425] 
their childeren are. Therefore he decides to risk his money in that game, hoping soon 
to be rich and affluent. Acting on this decision, he rents a house that is conveniently 
situated for an inn. Here he acts demurely for some years, ruining more than half of 
the acquaintances he made in his previous occupation, and who come and visit him 
on a daily basis. This results in him getting a minor public function in his neighbour- 
hood, and then he begins to become bumptious until he looks as stern as a lackey, 
who was given a post as an exciseman after having served his master since times im- 
memorial. The innkeeper now sees himself as being on a par with the Kaimakan of 
Constantinople.” In a period of six months his stomach swells as much as it used to 
do in six years. In the early morning he pulls up his stockings as a decent man, and he 
has the marks of the strings of his apron ironed out of his clothes. Consequently, when 
he walks the streets, nobody can guess what his profession is, apart from his waddling 
gait and his many gold rings. Now he begins to gad about. Moreover, he develops an 
aversion against the liquor he sells; he hates his adulterated wine and his beer, treated 
with isinglass, no less than a grocer loaths plum juice, or an apothecary abhors his own 
medicine. He only can guzzle down the best wines in the Doelen or in the gentlemen’s 
club, wines he pays with the money of the fools who absorb the bad wine and the 
swinish beer at his house, supporting his consumptions in the best wine-house. He 
now expects his clients to show an Oriental humbleness, whereas initially | he used [426] 
to cringe and crawl at their feet as a French valet. He will stand leaning against the 
door of his reception room for five or ten minutes, opening and closing his watch five 


23 A bierlaars or stiefel is a drinking glass, formed as a boot. It was used for drinking games. 
24 The kaimakan is the substitute Grand Vizier. 
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van een graage weduwe in ’t vergeetboek wort geplaatst, wanneer men haar met een 
tweede ruyter onderdompelt tusschen een paar hollandsche lakens. Het is wel waar 
dat ‘er hier of daar een wort gezien die een goede opvoeding heeft gehad, die een iege- 
lyk weet te behandelen met dat onderscheyt dat hy verschuldigt is aan zyn geboorte, 
fatsoen, of uyterlyke voordoening; die van een ander beslag, genereus, verpligtende, 
en in ’t geheel tegenstrydig is tegens die brutaale hangebasten, die zo baatzuchtig zyn, 
dat zy voorgeeven, geen onderscheyt te maaken tusschen het geld van een boer en van 
een fatsoenlyk man, en uyt dat spreekwoort alleen kent men hun opvoeding die ster- 
ker ruykt na de laage kelderschoolen van waagdraagers en kruyers, als na de Hooge 
Schoolen van Leyden of Uytrecht. 

Ook heb ik aangemerkt dat gelyk als ‘er een driekoppige helhond is, er ook een 
drietal onderscheydentlyk gehumeurde Waarden wort gevonden, achtervolgens de 
onderscheyde stadsgedeeltens waar in dat drietal zich heeft nedergezet. Op de Zeedyk 
en daar omstreeks speelt den stuursche kroeghouder den baas over zyn gasten, gelyk 
als een bootsman over het scheepsvolk, en hy begrynst dat bepikt vee met zulk een 

[427]  lebbig gezigt, als een fransch konfiturier een pasteybakkers jongen, of | als de weduw 
van Egmont een rot liedjeszangers belonkt. In het hartje van Amsterdam is een waard 
een gemeenzaam medgezel voor een winkelier, doch hy neemt het een toon laager 
met een braaf koopman, of met een welgegoed heerschap, want dan betoont hy zich 
zo gemaniert als zyn verkrachte beleefdheyt wil toelaaten. Maar halver wege Haarlem, 
eertyds aan de Baan, en noch genoegzaam in alle de wynhuyzen buyten die machtige 
Koopstad, is den Hospes zeer onderdaanig en beleeft, en hy maakt zo veel komplimen- 
ten over het drinken van een fles, als een fransch Dansmeester aan de Mademoiselle 
van een jonge juffers kostschool geeft, wanneer zy hem een driegulden in de hand 
duuwt voor de oefening van een namiddags onderwys der hielen. 

Maar voor’t laatst zal ik den Leezer een goeden raad byzetten om de baldaadigheyt 
en de ondankbaarheyt van dat halfslag van kristenen te ontgaan, bestaande in deeze 
zeedeles; 


Wanneer den hond uw groet door ’t quisp’len van zyn staart, 
Zoek dan een nieuwen wynhuys haart. 


Want dan is’t tien tegens een indien je daar zo lang uw geld hebt vermalt, of den waard 
is trots, de waardin spytig, en de knegts en meysjes zyn ten uwen opzigte schaamte- 
loos, baldaadig en onbeleeft geworden. 
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or six times, before favouring a common citizen or a craftsman with an answer to his 
request. Those ancient tools, the devices that initially brought him his income, are 
completely lost from his memory, just as the first husband of an eager widow passes 
into oblivion, when she and a second cavalier are hidden between a set of Dutch bed- 
sheets. Admittedly, from time to time one finds a well educated innkeeper who knows 
how to treat everybody in accordance with his descent, his manners or his outward 
appearance. They are made of a different clay, are obliging, generous, and the complete 
opposite of those insolent gallow birds, who are self-seeking enough to say that they 
don’t make any difference between the money of a peasant and a decent man. This 
expression alone characterises their education, smelling more of worthless schools in 
cellars, with porters and barrow-men as their teachers, than of the Leiden or Utrecht 
university. 

The hellhound has three heads and I noticed that, similarly, innkeepers have three 
different states of mind, according to the neighbourhood where they established 
themselves. At the Zeedijk and its environment, the surly innkeeper orders his guests 
around, just as a boatswain does to his mates.75 He looks down on these pitchy animals 
with such a sour face as a French confectioner shows the apprentice of a pastrycook, | [427] 
or like the widow of Van Egmont would look down on a bunch of street-singers.” In 
the center of Amsterdam, an innkeeper is friendly with a shopkeeper, but he sings 
small with a respectable merchant or a well-to-do gentleman, showing his good man- 
ners as far as his distorted politeness allows him. But halfway between Amsterdam and 
Haarlem, formerly called Aan de Baan,’ and, actually, in nearly all wine-houses on the 
outskirts of this mighty merchant city, the landlord is very humble and polite. These 
men make so many compliments on the drinking of a single bottle of wine as a French 
dancing-master makes the lady principal of boarding-school of young ladies, when she 
slips a three guilder coin into his hand for an afternoon of teaching the heels. 

But I will conclude by giving my readers an advice, helping them to escape from the 
malice and ingratitude of this kind of semi-Christians, my sermon being: 


When the dog wags his tail to welcome you, 
to find another wine house is the best thing to do. 


25 An area of ill repute in Amsterdam. 

26 Jacobus van Egmont was a printer of songbooks etc. Street-singers hawked these in the 
streets. After Van Egmont’s death in 1725 his widow continued his business. 

27 Im not sure whether Weyerman meant a road, an area along this road, an address on this 
road, or the name of an inn situated on this road. 
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Maar het wort tyd om den Tapytschilder te ontheffen van /a peine forte & dure van 
onze schryfveder, derhalve zullen wy den Leezer de laatste mislukte erfenis avontuur 
van Willem de Fochier opzingen, en hem dan by zyn Vryplaats mededieren laaten 

[428] berusten. | 


Fochier, een dronken Fielt, die al de weerelt schelt, 

Vervolgt door Krediteurs, niets hebbende om te panden, 

Trekt met een dolle kop, en met een woest gewelt, 

Na Boksel, daar zyn hoop op ’t heyzand komt te stranden. 
Men wyst dien dommen Guyt na *t geldelooze pad 

Dat naar het Tuchthuys loopt, weg stuyft zyn blyschaps wolke; 
Des keert hy weer te rug na zyne berooide stad, 

En bid en smeekt ter leen op nieuws den schraalen volke, 
Gebergt, verhaalt hy fluks aan Kromneus zyne reys, 

En maakt dat Hoornbeest weer blaauwe bloempjes wys. 


Ik zal myn historisch verhaal niet afleyden van de Destruktie van Troyen, gelyk als de 
oude Kronykschryvers; (zegt den Echo des Weerelds) ook zal ik deeze treurreys niet ont- 
ginnen op den alouden toon der hedendaagsche Poeeten, die de Zanggodinnen aan- 
roepen om geinspireert te worden, daar zy liever een Kasteleyn na de oogen behoorden 
te zien om gratis getrakteert te worden. Maar ik zal in een onbedwongen Onrym den 
Leezer de ingebeelde Erfenis opzingen van den Tapytschilder W. de Fochier, die zich 
op een groot kreupel paerd liet tillen, en een reys ontgon, op dewelke hy de omcirkel- 
de Aarde en het mistig Firmament met een domme verwondering beschouwde. Op 
welke reys hy de Kaboutermannekes hand aan hand zag danssen, en de Kolreydsters 
op abeele beezemstokken uyt de Boereschoorsteenen vliegen. Op welke reys hy Huygh 
Klomp zag zitten hurken met de handen uytgestrekt over een vlammende koestruyf, 
onderwyl dat zyn geholleblokte Suster voor des Schouts zoon ruggelings op een hooi- 
tas nederknielde, om tegens de aanstaande Hooghtyd die zwakheyt te biegten aan den 

[429] Kapellaan, die zy met zo | veel omzichtigheyt verbergde voor de Leeken. Kortom, op 
die reys zal ik iet vreemds opzingen, die aldus begint eer dat zy, wie weet hoe, komt te 
eynden. 

Den Schilder ley op zyn vederloos bed te droomen van de konsttermen der 
Rechtsgeleerdheyt, Sommeeren, en Renoveeren, Arresten en Prises de Corps, gelogeert 
in een Vryplaatsje, waar in het verstant al zo raar is als het geld, en hy was over niets 
meer beducht als wie dat zyn toekomende Borg zou weezen, toen hy een vreemd kae- 
rel in zyn vertrek zag stappen. 


Goe morgen, Vriend, (sprak die) ik kom uw overbrieven, 
Dat het den Hemel heeft gelieven 
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When you wasted your money in that place for such a long time, the chances are ten 
to one that the innkeeper is haughty, the landlady spiteful and the servants and maids 
begin to treat you impudently, maliciously and impolitely. 
But now it is about time to release our painter of wall hangings from the peine forte 
et dure of our pen. Therefore we now will recite the adventure of Willem de Fouchier’s 
last inheritance gone wrong. Then we will leave him and his fellows from IJsselsstein 
alone. | [428] 


Fouchier, a drunken villain, who is scolded by all, 
chased by creditors, having nothing left to pawn, 
starts tramping like amad man and with a violent call, 
runs off to Boxtel’s moorlands, in which his hopes are drawn. 
The stupid rogue is shown the way down a penniless track, 
that leads him to the Bridewell and blows his cloudy joy away, 
Thus his fellow-citizens must welcome him back, 
and for their hard-earned pennies they hear him bid and pray. 
When safety ‘s reached, he swiftly pours his adventures into prose, 
and again he serves his fairy tales to the ruminant Hawknose.?® 


I will not start my history with the Fall of Troy, as the chroniclers of old used to do 
(says the Echo of the World).?° And I will not begin the description of this sad trip with 
invoking the Muses to inspire me, as modern poets do, who rather should address an 
innkeeper meekly, hoping to get free drinks. In a free form of prose I will recite the ficti- 
tious inheritance of the painter of wall hangings Willem de Fouchier. He was hoisted 
on a big and limping horse, starting out on a voyage during which he observed the 
spherical world and the hazy firmament with moronic amazement. During this trip 
he saw gnomes dancing hand in hand, and witches flying out of farmstead chimneys 
on their broomsticks of poplar-wood. He also saw Hugh Clog, squatting with his hands 
over a burning cow’s turd, while his sister in her wooden shoes went down on her 
back, on a haystack, for the sheriff's son. She would confess this foible to the chaplain 
on occasion of the next feast of the Church, | hiding her weakness cautiously for the [429] 
lay people. In short, I will tell strange things, which happened during this voyage that, 
some time before its still untold end, begins as follows: 

Our painter lay on his featherless bed, dreaming of the technical terms of jurispru- 
dence: Summons, Recall, Arrests, and Prise de Corps, living in a sanctuary where brains 


28  Tuchthuis: correctional institute. Bridewell was a London prison and hospital for disor- 
derly poor. 
29 Weyerman here uses the name of one of his periodicals as his alias: Weyerman Echo. 
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Uw Huysvrouws Suster uyt dit droevig traanendal 

Te haalen in die plaats daar ze’ eeuwig blyven zal. 
Myn Suster dood? Ja dood, daar hebje de verklaaring, 
Ze’ is dood, doorluchte Vorst, gelyk een Pekelhaaring. 


Wel zo dat waar is, herhaalde den Schilder, vergeeft me dan dat ik niet schrey, en 
om dat wy allen eens moeten sterven, en om dat de traanen geene afgestorvenen uyt den 
grave konnen herroepen. Dat uytgestamert hebbende kriewelde hy uyt de Pasteykorst 
van zyn bedstede, schoot zyn broek aan die klonk als een zittekussen vol paerdshaair, 
en kleede zich in minder ogenblikken, als een fatsoenlyk Man noodig heeft om een 
glas alssemwyn te drinken. Het is ondertusschen waar, dat hy eenige traanen storte 
steelsgewyze, maar dat was uyt vrees dat die Suster mogt komen te verreyzen, en door 
die Opstanding dat heerlyk nieuws te dooden. 

Zo dra als den Schilder toegetakelt was, zeylde hy na de Kroeg van de Gulde 

[430] Wagen, en aldaar bezoop hy den Bode van die goede tydding by wyze van drinkgeld; | 
doch op het uytgaan vroeg den Kroeghouder Haviksdomp met een barsse stem, Wie 
betaalt het gelag van beyden? Dat zal ik doen, Broer lieve, antwoorde den ontnuch- 
terde Konstenaar, zyt zo goed van het maar eens aan te tékenen in het Kladboek van 
uw memorie. En weest maar zo goed van het aanstonds af te doen, vervatte den Waard 
Haviksdomp, met een nydig accent, dan behoef ik ‘er myn geheugen niet mede te belas- 
ten. Daar op beplyte St. Lukas Sterveling zijn onvermoogen, toonde het Certifikaat van 
zyn toekomende Erfenis, en na zyn arme ziel tot houtskool te hebben verzwooren, dat 
die laatste schuld niet vernietigt zou worden door de by hem eens vastgestelde Wet, 
van geene schulden te betaalen, liet hem den Kroeghouder op zijn Parool van oneer 
vertrekken. 

Daer op marcheerde den Tapissier Guillaume na een Paardebeul die ontheupte 
Schimmels en Algerynsche Cheesen verhuurde, dien hy desgelijks eerst zyn Erfenis 
Pas moest vertoonen eer dat die hem een Ros wilde toebetrouwen, en dat groot punt 
gedecideert zynde, kroop den stalknegt om het paerd te harnassen, en den Schilder 
stoof na zijn kasteel om zich te gaan wapenen. Hy besloeg voor eerst en voor al zijn 
waterzuchtige pooten met een paar gryze laerzen, die wel eer ooggetuygen waaren 
geweest, van dat Tournooy, waar op den oude Graaf van Clairmont den stouten Floris 
liet doorsteeken, 


Bevreest dat Floris met zyn speer, 
Zyn tedere Amasoon mogt vellen, 
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are as rare as money. Nothing worried him more than the question who would be the 
next to stand security for him, when he saw a strange fellow entering his room. 


Good morning, my friend, he said, I have come to let you know 
that from the valley of tears down here below 
Heaven has seen fit to take the sister of your wife 
to the place where she will spend her eternal life. 

My sister’s dead? Yes, dead, that explains it all, 

She’s dead, your Highness, like a herring in a barrel. 


‘If this is true’, the painter repeated, ‘you must forgive me for not crying, because 
we all will die sooner or later, and also because tears cannot raise a defunct from the 
grave’. After these stammered words he crawled out of the piecrust of his bedstead, and 
in less time than a decent man uses to empty a glass of stomach bitters, he threw on 
his pants, which sounded as a cushion stuffed with horsehair. Admittedly, he stealthily 
shed some tears, but this was of fear that his sister might rise again, killing the glorious 
news with her resurrection. 

As soon as the painter was rigged out, he went under full sail to the pub The Gilded 
Wagon, where he made the bringer of good tidings drunk instead of tipping him. | But [430] 
when he left, innkeeper Hawknose asked gruffly: ‘who is going to settle the score for 
both of you’? ‘I will, dear friend’, the sobered painter replied, ‘please be so kind as to 
write it down in the blotter of your memory’. ‘Please be so kind as to settle it at once’, 
landlord Hawknose concluded surly, ‘lest I will have to burden my memory with it’. 
Then the follower of Saint Luke pleaded his incapability to pay, showing the certificate 
of his expected inheritance. With an oath that made his soul as black as charcoal, he 
swore that this debt would not be annihilated by the law he once enacted, prohibiting 
him to pay any debts. The painter pledging his word of dishonour, the innkeeper let 
him go. 

Thereupon the tapestry painter Guillaume went to a brute horse dealer, who leased 
out crippled gray horses and outlandish gigs. Here too he had to show the document 
of his inheritance, before he was entrusted with a horse. This weighty matter being 
decided, the stableman began to shoe the horse, and the painter hastily went to his 
castle to arm himself. Firstly he covered his dropsical legs with a pair of grey boots, 
that once witnessed the tournament in which the old Count of Clairmont had the bold 
Floris stabbed to death.3° 


Afraid that Floris might put out 
with his spear, the amazon that he held dear, 


30 Count Floris rv of Holland was killed in 1234 in a tournament at Corbie in France. 
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Zond hy dien Kavalier ter hellen. 
Den ouden Adel staat vry strak op ’t punt van Eer. 


Een paar met zilver ingeleyde spooren, de afbeeldsels van een onbetwistbaare Oudheyt, 

[431] verzelden een yzere | kling, die meer dan eens in den Oorlog van Barentje van Galen 
by een Munsters soldaat was gebruykt geweest, om ‘er een Overryssels speenverken- 
tje aan te roosten, welke kling inzonderheyt by hem was gelieft, dewijl die uyt zyn 
eygen beweeging op het defensief stont, nooit op het attaqueeren. Na die kling op zy 
gehangen te hebben in een buffelsleere draagbant, breed genoeg om beyde zyn rug en 
buyk te bewaaren, ley hy zijn vreedzaame handen op een koppel ongelaade Pistoolen, 
welk schietgeweer nooit kruyd of loot had willen herbergen, t’ zedert dat Pallas onder 
de gedaante van Roest de slooten had verlamt voor alle eeuwigheyt. Dus toegetakelt 
drukte hy een hoed op ’t hoofd, breed en diep genoeg om de aldergrootste hoorns eens 
Koekoeks te verschuylen, nam met een kus zyn afscheyt van zyn Beminde, en stoof uyt 
avontuuren. Myn ongeblankette pen zal dien Avonturier navolgen, 


Doch ‘t past ons eerst voor alle dingen, 
De deugden van zijn Ros te zingen. 


Zyn Paard overtrof in lengte een Boerepols uyt het Veen, en in dikte een Kermispaling 
van Kees den Aalenslachter; ook had hy alle zyn ribben dewyl men die allen kon tellen 
tot een bewys der waarheyt. Hy galoppeerde op drie beenen als een Bataillehengst, 
doch met de vierde poot speelde hy voor pasganger, en altoos als hy een tel ging, maak- 
te het vierde been een draf, zo dat wat pas hy ook mogt maaken, de vierde hoef altoos 
een Engelsch Dissenter verbeelde. Zo dêmoedig was dien Bucefaal, dat hy op ieder stap 
zijn knien boog gelijk als een Persiaan die de reyzende zon aanbid; zijnde daar by zo 

[432] zacht van mond dat men hem kon bestieren met | een zijden draad, als die in ’t hollen 
een vreemdeling was, en daar by nooit een nat haair kreeg, maar altydt den Ruyter dee 
zweeten. 

Op dat dier was den avontuurlijken Schilder Willem de Fochier gebilletteert, die van 
den duystere avondstont wiert overvallen in een Boeredorp aan geen zy Heusden, al- 
waar zijn Paard, zonder hem eens verlof te vraagen, in een openstaande schuur krab- 
belde, zo moede en afgemat dat hy het hoofd niet kon optillen tot aan de hooiruyf; 
en daar glee zyn Meester zo gezwint neerwaards uyt de zaal, gelijk als een geborste 
Kerkklok nederdaalt, die met ongemeene voorzorg wort nedergelaaten uyt den Dom 
van Keulen. Wellekom, wellekom, myn Heer, schreeuwde de Dorpskasteleyn, die tot over 
de grootste helft door de Wacgholder was bestooven, kom in huys, ik heb heerlyk oud 
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he sent to hell that cavalier. 
When it comes to honour, nobility is rather proud. 


A pair of silver inlaid spurs, witnesses of a respectable past, went together | with an [431] 
iron sword that in Bernhard von Galen’s war was used more than once by a soldier 

from Münster for grilling an Overijssel suckling pig.®! The man was very attached to 

his weapon, because it was automatically inclined to defend, not to attack. Having 
girded on this sword, hanging on a buff shoulder belt, wide enough to protect both 

back and stomach, he put his peaceable hands on a pair of unloaded pistols. These 
firearms never could hold any lead or gunpowder, since Pallas, masquerading as rust, 

had immobilized the locks for evermore. Dressed up like this, he put a hat on his head, 

big enough to hide the biggest horns of a cuckold. Then he kissed his dearest goodbye 

and set out on his adventure. My honest pen will follow this adventurer, 


but it is only proper to proceed, 
if we start with singing the virtues of his steed. 


The animal was longer than the leaping pole of a peasant from the swamps, having the 

same girth as an eel sold at the kermis by Cornelius the eel skinner. It had a complete 

set of ribs, which was evident from the fact that one could count them. On three legs it 
galloped as a warhorse, but his fourth leg gave it an ambling gait. Whenever the horse 

was ambling, the fourth leg trotted; consequently, the fourth leg acted as an English 
dissenter, whatever step the animal made. This Bucephalus was so humble, that it 

flexed its knees as deeply as a Persian adoring the rising sun. The horse's mouth was 

so sensitive, that one could drive it | with a silk thread, and since it did not understand [432] 
what running is, its hair never got wet. But it always made the rider sweat. 

With this animal the adventurous painter Willem de Fouchier was billeted. The 
darkness of evening surprised him in a rural village beyond Heusden, where his stag- 
gering horse walked into an open shed without even asking the rider for permission. It 
was so tired and exhausted that it could not bring its head up to the hayrack. Its mas- 
ter descended so rapidly from his saddle, as a cracked church bell comes down when 
it is lowered with exceptional care from the Cologne cathedral. ‘Welcome, welcome, 
my lord’, the local innkeeper exclaimed; the gin had more than half benumbed him. 
‘Come in, I have delicious old beer and excellent young gin, and whoever thinks it's all a 
bore, will not thrive now, nor evermore’. Thereupon the proud shield bearer entered the 
house, and why not? since the inebriated innkeeper ushered the painter in at his own 
costs, as we will relate below. Here De Fouchier came upon a company of topers that 


31 The prince-bishop of Münster, Westphalia, Christoph Bernhard von Galen, participated 
in the third Anglo-Dutch war, attacking the city of Groningen in 1672. 
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Bier, en keurlyken verschen Genever, en die zich daar mee niet mee kan belyen, zal nu 
nog nimmermeer bedyen. De fiere Schildknaap trat daar op in het huys, en waarom 
niet? dewijl den dronken Waard hem inhulde ten zijnen kosten, gelijk als wy zullen 
verhaalen, alwaar hy een kompagnie Drinkelingen vond zitten, waardig het byzyn van 
den alderbesten Savoyaardschen Schoorsteenveger. Die Societyt die pas driemaal in 
’t jaar de Antwerpsche Courant hoorde leezen, met een aandacht om ‘er niet van na 
te vertellen, vroeg aan den ongeletterden Schilder na wat nieuws, die zonder eenig 
voorbedenken andwoorde; Dat den Maarschalk van Biron was onthalst door order van 
den Koning van Vrankryk, dat daar op alle de Ganzen waaren hervormt in Zwaanen, en 
dat een katholieke Moogenheyt zyn maag zo onmanierlyk had overlaaden met gekonfijte 
[433] Gember en met ingeleyde Oostendesche Nootemuskaaten, | 


Dat hy nu dood, dan krank, en dan eens weder wel was, 
Waar door die tyding buyten tel was. 


Den Kasteleyn en het doorluchtig Gezelschap waaren als opgenomen door dat onver- 
geeflijk nieuws, en inzonderheyt den eerste, die ‘er uytzag als een gevangenis Patrys 
die zo even zijn boeyen had afgeklopt, welke dwarshouts gelaatkunde hy zo min kon 
verzetten, als een Moor zyn ebbenhoute koleur kan veranderen. Ook zag ‘er het overig 
gezelschap maar weynig beter uyt als den Waard, dewyl dat Vee niet anders beoogde 
als Geld op dit vergankelyk aardsche dal, en uyt dien hoofde veelstyds zo beleeft was 
tegens den reyzenden Man, dat het die eerst om hals hielp, dan onderdompelde, en 
zich naderhant bediende van deszelfs lading. Dat ‘er veele Meyerys inboorelingen zich 
met alzulke Windvallen behelpen, getuygt de meenigte van ’s Hertogenboschs galgen, 
raders en mikken. Een gebankroetiert Apotheeker die aldaar voor geneesheer speel- 
de, een Barbiers jongen die zyn leerjaaren was ontsnapt en voor Wondarts liep, een 
afgedankt Notarisje dat zich had opgeworpen tot een Advokaat, een Borgermeester 
wel eer een Beezemkramer, een Koster die des noods zynde zeer weynig leezen en 
noch minder kon schryven, een Substituyt Sekretaris die zig tamelijk eerlijk voordee 
op ’t oog, doch een groote Fielt was by den tast, en alzulke Heeren besloegen den 
gemeenen haerd van die Kasteleny; 


Des mogt men zeggen, op den Intree van dien Ram, 
Dat soort by t echte soort, en 't Kalf by ’t Maagschap kwam. 


Het eenigste voorwerp dat schoon was en aanlokkelyk, was de Dochter in die 
[434] Caravansera, die waarschynlyk | terloops was toegestelt by den Ambachtsheer, by de 
Dorpsjonkers, of by den Kapellaan, zynde zy al te bevallig en al te gemaniert om haar 
opvoeding verschuldigt te weezen aan dien ongeschikten Boeren-kroegenier. Ik weet 
het van naby, en niet van hooren zeggen, (zegt den Schryver van dit werk) dewyl ik pas 
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would be perfect company for the best Savoy chimneysweeper. No more than three 
times a year, this club listened with special attention to someone reading from the 
Antwerp Newspaper. Its members asked the illiterate painter if there was any news. 
Without a moment’s hesitation he answered: ‘The Marshall Charles, Duke of Byron 
is beheaded on the king of France's order.3? Thereupon all geese were changed into 
swans. A Roman Catholic high dignitary overburdened his stomach so immoderately 
with candied ginger and nutmeg preserves from Ostend, | [433] 


that he was now dead, then sick, then well again, 
and thus the news too stale to tell again. 


The innkeeper and the illustrious company all were enraptured by this unforgettable 
news, the first especially, who looked like a jailbird who just had thrown off his shack- 
les, and who could no more change this clogged countenance than a Moor can change 
his ebony skin colour. The rest of the company did not look much better than their 
host, because these creatures were not interested in anything in this transitory vale, 
but money. Therefore they usually were so obliging to travellers, that they began by 
killing them, then burying them, and subsequently appropriating their possessions. 
The fact, that many inhabitants of these regions pick up such windfalls, is evident from 
the number of gallows, wheels, and gibbets in Bois-le-Duc. A bankrupt apothecary 
who, in this place, played the part of a doctor, a barber's dropout apprentice who acted 
as a surgeon, a dismissed notary who pretended to be a lawyer, a burgomaster who 
used to be a broom vendor, a sexton who in case of need could read very little and write 
even less, a deputy secretary who to the eye made a rather honest impression, but who 
tangibly was a terrible villain, and more of this kind of gentlemen were seated around 
the hearth of the common room of this inn. 


Therefore one could say, when our wether came in, 
that birds of a feather flocked together, and that the calf met its kin. 


Nothing in this caravansary was beautiful or attractive, except the daughter, who prob- 
ably | had been procreated accidentally by the lord of the manor, by the village squires, [434] 
or by the chaplain, since she was too gracious and well mannered to owe her upbring- 
ing to this uncouth rural innkeeper. I know this from personal experience and not from 
hearsay (the author of this book remarks), since I stayed there a year ago, having the 
greatest trouble to control a certain something, that behaved so badly, so tyrannical 


32  Semi-fictional figure from a series of theatre plays: The Conspiracy of Charles, Duke of 
Byron and The Tragedy of Charles, Duke of Byron, written by George Chapman, first pub- 
lished in 1608. Based on the life of Charles de Gontaut, duc de Biron (1562-1602). 
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een jaar geleden aldaar logeerde, en alle de moeite des weerelds had om een zeker Iets 
op den toom te houden, dat zich zo onmanierlyk, ja ik mag wel zeggen zo tieranniek 
aanstelde, als of het over de onzichtbaare bekoorlijkheden van die vriendelijke Dorps 
Venus had willen heerschen als een Lord Protektor. 

Tusschen het klokslag van acht en negen uuren, noode den Waard het gantsche 
Rot om met hem te avondmaalen, waarschynlyk met het oogwit om die Gastvryheit 
te oculeeren op het gelag van den doodarmen Konstenaar, en op die eerste noodiging 
besloegen die gasten de tafel. Den Kasteleyn sprak een onverstaanbaar gebed, slaande 
zyn oogen zo erbarmlyk opwaards als of het zyn laatste zou zyn; maar hy veranderde 
schielyk van toon en schreeuwde op ’t onvoorzienst, Val aan, tast toe, vreet datje barst, 


het is je geschonken! 


Daar op schoot ieder toe, zo 't opperend als ’t onder, 
En vrat en zoop als een Dragonder: 

Doch onze Schilder, die zo scherp was als een Mes, 
Smarotste voor een man a ses, 

En loog zo vreeslyk by het drinken en het klinken, 

Dat elk bezorgt wert dat hy door de vloer zou zinken. 


Nadat ‘er wel en hartiglijk was geavondmaalt, riep ieder hoofd voor hoofd om een kan 

[435] oud Bier, verzelt met een half pindje inlandsche Genever, en toen was de | boodschap, 
gek praaten, en onzinnig drinken. Het eerste diskoers bestont uyt een onderling ver- 
haal van de schelmstukken der Zwartmaakers, en dewyl den leelyke Kasteleyn een 
groot Orateur was op dat kapittel, verzogt hy daar over gehoort te mogen worden, als 
wanneer hy een wonderlyk geval in zyn eygen huys gebeurt zou aanhaalen. 


* Elk zweeg, en zag hem aan, met aandacht en verlangen. 
Den dronken Boerenwaard heeft hier op aangevangen, 
Van zynen Driestal, 


En sprak; Je moet weeten, goede Vrienden, dat ik woon in het beste van dit 
Dorp, myn huys is beroemt door het uythangbort van den dorstigen Ruyter, 
wel eer geschildert by den kleyne Malebrant, en naderhant opgeheldert by 
Jan Baptist Biset, waar door het ook zo de kenners zeggen in de grond is geruineert 
geworden. Maar waar toe dient die langdraadige voorloop? vroeg den Borgermeester, 
en den Kasteleyn andwoorde, dat zulje zien en hooren. Het gebeurde eens op een re- 
genachtigen avondstond, (vervolgde hy) juyst op het moment als onze Brigitte de lamp 
zou aansteeken, want ik hou meer van de lamp als van de kaers om dat ik aamborstig 
ben, en dat willen de Meesters wel zeggen dat van den Tabak komt, en daarom denk 
ik wat minder te rooken, en een glaasje meer te drinken, want gelyk als de Pastoor wel 
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even, as if it wanted to dominate the unseen charms of this friendly village Venus as a 
Lord Protector. 

Between eight and nine o'clock, the innkeeper invited the whole gang to have sup- 
per with him, probably planning to graft the score on the destitute artist. The guests 
sat down to table as soon as they were bidden. The innkeeper said an unintelligible 
prayer, looking up with such a pitiable glance as if it would be his last. But he changed 
his tone forthwith, suddenly shouting: ‘Go ahead, attack the food, cram your stomach 
to bursting. It is all free’! 


Then from above and below, all took their knives and spoons, 
eating and boozing like dragoons. 

But our painter, being sharp as a razor, 
fretting as if he could eat a horse, drank his liquor, 

and lied so terribly while toasting some more, 

that they were afraid he would sink through the floor. 


After a good and wholesome supper, everybody asked for his jug of old beer, combined 

with a half-pint of Dutch gin, | and then the device was: talk stupidly and drink madly. [435] 
The first subject of the conversation were the Blackfaces and their roguery.* The mean 
innkeeper, being an authority on this matter, wished to be heard on it, because he 

could relate a strange event that once occurred in his own house. 


*Allwere silent, looking at him, focused and keen to hear more. 
Then the drunken landlord released what he had in store 
from his three-legged stool, 


saying: ‘you should know, my dear friends, that I am living in the best neighbourhood 
of this village. My house is famous for its doorway-sign of the Thirsty Horseman, that 
once was painted by the short Jan Malebrant, and later retouched by Jan Baptist Biset, 
which ruined my sign completely, as some connoisseurs will have it’. ‘Why this long- 
winded introduction, the burgomaster asked, the innkeeper replying: ‘you will see and 
hear. It happened on a rainy evening’, he continued, ‘just when Brigitte was about to 
light the lamp. I prefer the lamp to the candle because of my wheeziness, and the phy- 
sicians believe that it is caused by tobacco. Therefore I intend to smoke somewhat less 
and drink a little more, bearing in mind the words of the priest: tobacco kills the pigs’. 


33 Zwartmakers is the name of a gang of highway robbers who blackened their faces to be 
unrecognisable. 
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zegt, Van den Toebak sterven de verkens. Waar Duyv**l wil dat heen, Joris bles? sprak 
den zelve Borgermeester, of denkje dat wy niet weeten, wy die Overighéden en Vaders 
van onze Ingezétenen 


* Zie het tweede Boek van Eneas, berymt door J. v. Vondel. 


[436] | zijn, hoe dat een relaes begint en hoe dat het eyndigt? Dat is alles wel, Borgermeester, 
(hervatte den Waard) maar als ik het ook weet, dan zynwe getween die het weeten. 
Weet dan, (ging hy voort) dat ‘er vyf kaerels kwamen invallen in myn huys die een vrye 
kamer begeerden, juyst als ik opgestaan was van dat zelve tafeltje dat ginds noch staat, 
en dat ik ‘er maar hondertmaal op een dag om aanzie, want ik had pas een weynig 
gestoofde raapen met een stukje schaapenvleesch genuttigt, ik voelde byna geen trek 
tot eeten dewy] ik een zwaaren hoest had overgegaart door het laat opzitten, twee ach- 
tereenvolgende nachten te vooren eer dit gebeurde.... Eer wat gebeurde? moordenaar 
van het gedult, van de aandacht en van de kostelyke tyd uwer Magistraatspersoonen! 
schreeuwde den ongeduldigen Boerevoogd, en den langdraadige Kastelyn repliceerde; 
Zal ik het dan maar kort afbyten? en zo dra had den groene Consul het téken des Rams 
niet gegeeven door een knik des hoofds, of den Waard zey; Wel dan zo waar als ik ver- 
hoop dat St. Eloy myn paerden en koeien zal behoeden voor het longevuur, ik hebme 
altyd t’ zedert verbeelt dat die vyf Zwartmaakers waaren. Den Schilder W. de Fochier 
begon zo vreeslyk te lacghen over die omstandige Nietwaardigheyt, dat hy zo min 
op dat ogenblik gedacht aan zyn schuldeysschers en aan zyn armoede, als een zeker 
ongenoemt Heer op zyn Vrouw en Kinders denkt, wanneer hy op de Schermschool 
van Madame Kommissaris zit te badineeren, omcirkelt met een drietal gequikzilverde 
Bevallighéden. 

De Religie ley het naast aan de beurt, en den gebankrotierde Apotheeker die wel 
beleezen was in het *Bruy- 


* Bekende onnoozele Boekjes. 


[437] | degoms Mantelke, in het leeven van Sinte Anna, en in het Masker van de Weerelt, riep, 
dat hy aannam te bewijzen, Dat Balaam en zyn Ezel ‘er twee waaren, waar op den 
Barbier zyn kans waarnam en hem toeschoot; Ik beloof het uw, Monsieur Spaansche 


vlieg, datje ‘er maklyk den derde van kond uytmaaken. 


Daar op verrees den Kruydberyder, 
En zwoer; Dat hy den Beurzesnyder, 
En niet den Wondarts was van die beruchte plaats 
En dat hy.... maar t was schand’ te vegten, 
Dat zegswoord anders zou beslegten, 


En daar op was, 't Avoes, en t paar verbleef goe maats. 
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‘Damn it, George Blaze’, the same burgomaster said, ‘what do you think you are doing? 
Do you believe that we, the authorities and fathers of our citizens, 


* See the second book of the Aeneid, in J. v. Vondel’s rhymed version. 


| do not know how a narrative should begin and end’? ‘All right, burgomaster’ (the [436] 
innkeeper resumed), ‘but if I too know this, we both are well posted. You should know’, 
he went on, ‘that five fellows invaded my house, demanding a vacant room, at the very 
moment when I rose from the same small table that still is over there. Since then I 
look at it at least a hundred times a day, because I had just finished my stewed turnips 
with a morsel of mutton. I had no appetite to speak of, because I caught a bad cough, 
sitting up late on two days on end before it happened’, … ‘Before what happened? you 
murderer of patience, attention and the precious time of your magistrates’, the impa- 
tient guardian of the peasantry exclaimed, to which the prolix innkeeper answered: 
‘should I curtail my story’? As soon as the inexperienced dignitary had given the sign 
of Aries, nodding approval, the innkeeper said: ‘very well. As truly as I hope that Saint 
Eligius will protect my cows and horses from the pulmonary disease, so convinced am 
I since then, that these five men were Blackfaces’. The painter W. de Fouchier burst out 
laughing so loud about this longwinded futility, that for a moment he was oblivious of 
his creditors and his poverty, just as a certain anonymous gentleman is of his wife and 
children, when he sits bantering in Mrs. Commissioner’s fencing academy, in a circle 
of three mercurial Graces.34 

The next subject was religion, and the bankrupt apothecary, who was well-read in 
The Bridegroom’s Coat, | in the Life of Saint Anne, and The Mask of the World, said loudly [437] 
that he was willing to prove that Balaam and his donkey were not the same.*° Then the 
barber took his chance, snapping these words at him: ‘I bet, Mr. Spanish Fly, that you 
easily could join their company’. 


Thereupon did rise the herb-doctor, 

and swore that he was a snatcher, 
and not the surgeon of that infamous place, 

and he would … but it is a shame to fight, 

because the saying would place things in a different light, 
so they said cheers and their fighting left not a trace. 


34 This ‘fencing academy’ is a brothel. Medicines based on mercury were used to treat 
syphilis. 

35  Weyerman’s note: well-known silly booklets. They are: Anonymous, Heer Bruidegom was uit, 
met de kreuckte Mantel, (sl; s.n.) 1645. W. Born (ed.), Historie van de weerdige Moeder Sint 
Anna, beschryvende haer leven ende dood, … , Antwerp (widow R. Slegers) 1621. A. Poirters, 
Het Masker van de Werelt afgetrokken, Antwerp (J. Stichter), 1688. 
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Ondertusschen wiert dat doorluchtig Gezelschap zo luydruchtig als de Waterval van 
de Missisippi, ieder bloes zyn long op om boven te kraayen, de luydste galm was het 
alderbeste argument, en die tong die het leelijkste baarde won het proces beneffens 
de onkosten. 

Den sponsieuse Schilder scheen zeker iets te hebben opgevat voor den Substtituyt 
Sekretaris, van welk zeker iets een Filosoof zo min een uytlegging kan geeven als een 
Dronkaart, en hy noode dat vergalt Guytje ten zynen huyze, zeggende; dat hy tafel 
en bed tot zyn dienst had, en dat het geen ‘er aan de tafel mogt komen te ontbreek- 
en, vergoed zou worden door een heerlyke Saus. Daar aan slaa ik zo min twyfel, als ik 
twyfel slaa aan de vruchtbaarheyt van de Gouvernante des Ambachtsheers, (andwoorde 
het substituyt Geheymschryvertje) want dewyl ik weet dat ‘er aan uw tafel niet veel te 
eeten valt, zal gewis den Honger die beste Saus uytmaaken. Den Schilder die zo braaf 
was als een jonge Heyhaas zweeg een poos stokstil, beet toen op den nagel van zijn 

[438] linker | duym, en vervoegde zich daar op in de qualiteyt van een afgekeurt Traktant by 
den op die tyd trakteerenden Kasteleyn. 

Op dat moment was den Apotheeker Spaansche vlieg in een byster groot verschil 
ingewikkelt met den Barbier Sparadrap, over het Breyn, een voorwerp dat geen van 
beyden bezat, hoewel den Apotheeker tierde als den stamper van een yzere Mortier, 
en vloekte en kratste; Dat ‘er niets meer kontribueerde tot den aanwas der Herssens als 
het weekelyks gebruyk van een gezooden Kalfskop, en dat hy dat kon in zyn eygen persoon 
goedmaaken. Den ongeneeslijken Wondarts andwoorde stemmiglijk; Dat hy al van over 
een wyl had gemerkt, dat zyn herssenschaal was gevictualiseert met Kalfsherssens, en dat 
hy dat voor de eerste maal gewaar wiert aan zyn dierlyk blaaten. Dat gezegt hebbende 
begon den Barbier zich uyt te laaten in zulke harde termen van Solutien, Dislokatien, 
Kontinuityten, Fraktuuren, en Amputatien, dat de waggelende Toehoorders hun ge- 
hoor dachten te verliezen, hoewel zy zich eenpaariglijk verwonderden, dat een kae- 
rel die geen goed Nederduyts sprak, zulke heerlijke onduytsche woorden, zonder dat 
hyze verstont, kon uytspreeken. Den Wondarts vroeg aan den Kruydbereyder, of hy ook 
eenige geneezingen in zyn voordeel kon bybrengen? Die zich daar op verdédigde door 
het woord Ja, en door de navolgende voorbeelden. 

Daar was den Oudschépen Barent Bluts van der Lummen, (sprak hy) die noch woont 
naast aan de Rykenbedelaar, die Man was bezeten met een getiermaakende Duyvelin 
van een Wyf, wiens altoos duurende ratel hem zodanig had verdooft, dat hy zo min 
weezen had van een Donderslag in den Herfst, als van een uytgeblaazen Tabakspyp 

[439] in de Herberg. Hy was ongevoelig voor het | luydruchtig vloeken en bannen der 
gravejassende Boeren; ja ik heb hem zo stil zien zitten in het donderend Oorlogspel van 
den Grooten Gustaaf Adolph, als of hy een Namiddags uyltje knapte in ons respectief 
Schepensgestoelte. Na dat die Man van alle de Meesters verlaaten en opgegeeven was, 
heb ik hem zo heerlijk door eenige van mijne Otacousticaale droppelen gekuureert, 
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Meanwhile this illustrious company grew as noisy as the falls of the Mississippi river. 
Everybody inflated his lungs to be the most clamorous, and to shout the others down. 
The greatest noise was the most convincing argument, and the tongue screaming the 
greatest dissonance won the lawsuit and the costs of the proceedings. 

The spongy painter seemed to feel a certain sympathy for the deputy secretary, a 
phenomenon that neither a philosopher nor a drunkard can explain. He invited the 
embittered rogue to his house, promising the secretary free board and room, saying 
that anything missing from his table would be compensated by a delicious sauce. ‘I 
don't doubt it in the least, nor do I have any doubts about the fertility of the lord of the 
manor’s governess’, the deputy secretary answered. ‘Since I know that the food on your 
table is scarce, I’m sure that Hunger makes the best sauce’.3® The painter, who was as 
courageous as a young hare, remained completely silent for some time. He bit the nail 
of his left thumb and, | being disqualified as a host, he addressed the host of the inn [438] 
who regaled his guests. 

At this moment the apothecary Spanish Fly was involved in a serious conflict with 
the barber Sparadrap,?’ about brains, something neither of them had. The apothecary 
raged and stormed as the pestle of an iron mortar, swearing and screaming that noth- 
ing stimulates the growth of the brains more than the weekly consumption of a well 
cooked calf’s head, for which he personally could serve as a demonstration. The incur- 
able surgeon answered seriously: ‘since some time already, I noticed that your skull is 
on a diet of calf’s brains, which became noticeable firstly from your bestial bleating’. 
After these words the barber began to express himself in such expletives as solutions, 
luxations, continuities, fractures, and amputations, that his swaying audience feared 
to lose its sense of hearing. But unanimously they were perplexed that a fellow, who 
barely spoke Dutch, could pronounce such fine outlandish words without understand- 
ing them. The surgeon asked the herbalist, if he could give some favourable examples 
of recoveries he had accomplished. He defended himself by saying yes, giving the fol- 
lowing examples. 

‘I could mention the former sheriff Bernard Broke Oxbottom,?® he said, who pres- 
ently lives next-door to the Rich Beggar. This man was harassed by a raving devilish 
woman, whose everlasting rattling had deafened him so much, that he was aware nei- 
ther of an autumnal clap of thunder, nor of a tobacco pipe blown out in the inn. He 
was insensitive | for the uproarious cursing and swearing of peasants playing at cards. [439] 
During the thunderous wars of the great Gustav Adolph, I saw him sitting so quietly 


36 This proverbial expression means that food tastes best when one is hungry; hungry peo- 
ple are not difficult to please. 

37 Sparadrap is a kind of self adhesive vulnerary plaster. 

38 Barent Bluts van der Lummen: blut(s) means broke, lumme is the behind of an ox. 
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dat hy thans niet alleenlijk een Dakdruyping, maar zelfs Redenen die nimmer waaren 
gesprooken, en vuylbekken dat nooit was geschiet, kan hooren en aanbrengen. 

Daar was den Schoolmeester Vygeblad, den Superintendant van een Grammaticâs 
klosbaan, die zo vreeslijk beloopen was met het Pedanten Scheurbuyk, dat hy zyn 
Melkboerin verstomde met de wonderlijke historien der Gerundiums en Supinums; die 
al zo ver gekomen was dat hy Domus deklineerde in een Brandewynskelder voor een 
hoop Schuytevoerders; ja die de Prosodia Smetii betwiste tegens Grootje Okkernoot, die 
hem jaarlijks zyn groene Snyboontjes léverde en borgde. Alhoewel die Quaal, wan- 
neer die vry diep is ingewortelt, al zo moeyelijk is om te geneezen als een verouderde 
spaansche Roozenkrans, echter heb ik hem volstrektelijk geholpen, zo dat hy thans het 
Gemeen niet meer lastig valt met zyn Poolslatynsche redenvoeringen, maar in tegen- 
deel zo stil zit als een Drukker, die leevend begraaven legt onder een papiere Zark van 
Hoppest**s Mengeldichten. 

* Den Geneesheer Wenteltrap, een echt Lid van de Broederschap der Zeeschelpen 
en veelkleurige Vlindertjes, wiert dikmaals geplaagt en overvallen door onverandwoor- 
delijke vlaagen. Geduurende de verheffing dier Overvallen verzon hy nieuwe weerel- 
den, gelijk als de Jongens kasteelen stichten uyt kaertebladen, beschuldigde 


* Dat Karakter is streek voor streek na het leeven gekonterfijt. 


[440] | Moses van Onkunde in de Architektuur van zijn Weereldbouw, en liet den alder- 
besten Patient tusschen het leeven en de dood leggen worstelen, om een doosje met 
Surinamsche Vlindertjes te gaan kijken. Ik nam zijn herssens uyt zijn hooft, wiesch 
die in mijn Aqua Intellectualis, en schoon dien Geneesheer zedert is ingestort, wie 
Duy**] moet hy dat dank weeten als dien gevloekten Ostendesche Korrespondent, die 
zyn begrip op nieuws heeft ontroert, door hem het stoffeersel toe te zenden van een 
Chineesche Barbierswinkel. 

Dat woord Barbiers winkel stiet den Wondarts voor de borst, die tegens den 
Apotheeker zey in verstaanbaare termen; Dat hy zo veele onvergeeflijke feylen niet 
kon aantoonen in de Barbiers als in de Apotheekers winkels, zijnde de potten, flessen 
en doozen der laatsten wel vergult met de tytels van Preservatieven, Kordiaalen, en 
Pharmacons uyterlijk, doch innerlijk gevictualiseert met walcghelijke toebereydsels 
en met doodelijke vergiften. Den Apotheeker vatte aanstonds vuur op dat verwyt, en 
schreeuwde ‘er tegens aan als een Vischwijf tegens een karig Bieder; Het past uw wel, 
Tandtrekker en Exteroogsnyder, van ons beroep te kleyneeren, ghy die zo min zwaarig- 
heyt stelt om den Lijder een gezonden Arm of een welgestelt Been af te zaagen, als een 
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as if he was taking an afternoon catnap in our respectable sheriff’s court.3 When this 
man was abandoned and given up by all surgeons, I cured him so gloriously with some 
of my otacoustical drops, that now he can hear the eaves dripping and, moreover, 
hear and denounce the words that not were said and the obscenities that never were 
uttered. 

There is also the case of schoolmaster Fig Leaf, superintendent of a grammatical 
skittle ground. He was so seriously affected by the pedantic scurvy, that he dumb- 
founded his milk woman with miraculous stories about gerundium and supinum. He 
sunk so deep as to decline the word domus in a brandy pothouse for an audience of 
bargemen. He even criticised the Prosodia Smetii for granny Walnut,*° who every year 
provided him with flat beans on credit.#! Although this ailment, once it is deeply root- 
ed, is as hard to cure as a long neglected Spanish rosary,*? I healed it completely, the 
result being that now he no longer vexes the community at the least with his dog Latin 
speeches. On the contrary, he now is as silent as a printer lying buried under a paper 
tombstone of Hoppestein’s Selected Poems.*% 

*The physician Winding Stairs, a dedicated member of the brotherhood of conches 
and motley butterflies, was frequently surprised and tormented by inexplicable fits. 
When such a flurry seized him, he made up new worlds, just as boys build castles from 
playing cards, 


* Every brushstroke of this character was done after life. 


| blaming Moses for being ignorant about the structure of the worlds he designed. [440] 
One of his best patients, suspended between life and death, was left to his fate when 
Winding Stairs went out to inspect a collection of Surinam butterflies. I removed his 
brains from his skull, rinsing them in my Aqua Intellectualis. Admittedly, the physician 
had a breakdown afterwards, but who else is to be blamed for this collapse, other than 
this damned correspondent from Ostend, who confused his intelligence once more by 
sending him the upholstery of a Chinese barbershop’. 

The word barbershop irritated the surgeon, who told the apothecary in the clearest 
language, that he could not find as many unforgiveable shortcomings with barbers, as 
in pharmacies. The pots, bottles and boxes of chemists might have gilded names on the 
outside, such as Health Preservatives, Cordial Restoratives, and Pharmaco-somethings, 


39 This is an anachronism. Gustav Adolph 11, king of Sweden lived 1594-1632. 

40 H. Smetius Alostanus, Prosodia in novam formam digesta, Antwerp (Meursius), 1645 [1st 
ed. Frankfurt 1559]. 

41 Snijbonen (flat beans) are cut in small pieces and salted as a winter store. 

42 Some forms of herpes infection are called rose in Dutch, such as gordelroos (herpes zos- 
ter) or belroos, wondroos (erysipelas). I do not know why the apothecary calls it Spanish. 

43 Adriaan Hoppestein, Mengelpoëzy, Leiden (J. A. Langerak), 1718. 
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vervloekte Tunetaan werk maakt van een kristen Slaaf over boord te gooien. Het heugt- 
me noch dat ‘er wel eer niet wijd van Breda zo een Barbier gelijk als ghy zijt woonde, 
die zo dra als ‘er maar iemant begon te geeuwen, fluks deszelfs molensteenen wilde 
bezichtigen, om den mond te ontvolken, en om den mensch oud en leelijk te maaken 
voor zijn tijd; ja die meer geld vorderde voor het uytrukken van eenen bedurven gebit, 
als ‘er wiert vereyscht tot het koopen van een gantsche rey nieuwe tanden. 

[441] | En hoe gedroegje uw, Distillateur van Water en Azyn, (repliceerde den Barbier) 
eer datje uyt het Haankonings ey van een schelmachtig bankrot kwaamt overvliegen 
naar dit afgevourageert Heydorp? vorderje toen niet drie Rijksdaalders voor een pint 
Regenwater, die je met een greyn a ses Engels zout liet zygen door een glad graauw pa- 
pier, en zwoerje niet dat ‘er geen quaalen waaren onder het half rond des Hemels, of zy 
moesten het spel gewonnen geeven aan dat Water? Het is waar datje in den haak vloek- 
te, dewijl dat zelve Water uw van de Armoede genas, die de slimste is aller Quaalen. 

Maar het luste je daar zo even (vervolgde den vergrimden Arts) van eenige uwer 
Geneezingen aan te haalen; thans lust het my om op dien toon, of misschien noch wel 
een airtje hooger te kraayen. 

Ezechiel Slaavoort, een Karreman, geboortig van Vucht buyten ’s Hartogenbosch, 
had zijn Hartevlies in een schrikkelijke wanorde gebragt, door het herhaalt ingulpen 
van Weezopper nektar en Breemerbier, en daar by kreeg hy ‘er noch een tweede onge- 
luk by, hy wiert overreeden. De gantsche Buurt besloot dat hy om een luchtje was, en 
de Koster van zijn Parochie liep reeds na de Kerk om den doodsmortier te luyen, toen 
ik gevalliglijk op het slag kwam om hem op te wekken. Ik bebalsemde hem maar ter 
loops met een zeker Unguentum my en niemant anders bekent, en fluks vloog hy fris 
en gezont overend; ja hy is noch op deze uur Koetsier by Mevrouw Duyvezoet, die hem 
by dag over de Paerden, en by nacht over haare bekoorlijkhêden laat heerschen. 

Een wel bekent Vermaaner der Mennonisten, woonachtig aan de Maas, tegens over 

[442] de Bonsing en de Sprinkhaan, kreeg de Heupjicht, by gebbrek van niet wel | gewree- 
ven en afgedroogt te zijn by de gedienstige Susters na zijn zweetverwekkende oefe- 
ning, waar door hy buyten staat geraakte van zich langer te konnen verlêdigen in het 
stichten van zijn gemangelde Kudde. Na het herhaalt gebruyk van mijn pynstillende 
pleyster wiert hy zo krachtiglijk herstelt, dat hy t'zedert zijn voorig beroep heeft afge- 
schooven, en thans de jeugd onderwijst in den Tashaak en de Floret, hebbende zijn 
Sluypvergadering hervormt in een Schermschool. 

Guilliam Bamboes, een Weever van geschilderde Prinssenvlaggen, was zo blind 
tot aan en boven zijn ses en veertigste jaar, dat hy de aldergeringste Rekeningen 
van zijn Schuldeysschers niet kon leezen, daar hy thans door het gebruyk van 
mijne Ophthalmieke droppelen de Schuldbriefjes fraaitjes begint te spellen. Van die 
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but within they were filled with disgusting preparations and deadly poisons. This re- 
proach inflamed the apothecary instantaneously, who screamed his defence as a fish- 
wife turning down a niggardly bid. ‘It suits you well, tooth puller and corn cutter, to cry 
our profession down, you, who make no more problems of sawing off a patient’s sound 
arm or well formed leg than it troubles a damned Tunisian to throw a Christian slave 
overboard. I have a vivid recollection of a barber like you, who used to live near Breda. 
This man began to inspect someone’s millstones as soon as anyone opened his mouth, 
wanting to depopulate this person’s mouth, and making him prematurely old and ugly. 
He asked more money for the extraction of a rotten set of teeth than the acquisition of 
a whole row of new teeth would have required’. 

| ‘And how did you behave, you distiller of water and vinegar’, the barber replied, [441] 
‘before you were hatched out of the royal cock’s egg of a fraudulent bankruptcy, flying 
over to this closely cropped heathy village? Didn't you ask three rix-dollars for a pint 
of rainwater, filtered through a smooth sheet of grey paper with some six grains of 
magnesium sulphate?*4 Didn't you swear that there was no ailment under the celestial 
hemisphere that could not be conquered by this water? Truly that oath was quite cor- 
rect, since this water cured your poverty, the worst of all diseases. 

But a moment ago you felt like presenting some of your medical successes, the ir- 
ritated physician continued. ‘Now I am inclined to adopt the same tone, maybe even 
singing a higher note. 

Ezekiel Hit On, a wagoner from Vucht near Bois-le-Duc, tangled his endocardium 
seriously by frequently swallowing Weesp gin and Bremen beer, and he had a second 
accident when he was run over. The whole neighbourhood was convinced that he had 
breathed his last. The sexton of his parish already was on his way to ring the funeral 
bell, when I happened to be just in time to resuscitate him. I just lightly salved him 
with a certain unguentum, known to nobody but me, and already he jumped up, alive 
and well. At this very moment he is Mrs. Sweetgrapes’ coachman, who lets him reign 
over her horses in daytime, and over her charms at night. 

A well known Mennonite lay-preacher, who lived on the river Meuse, opposite 
from the Bonsing and the Grasshopper,* got hip-gout since he had not been rubbed 
| and dried well enough by the benevolent sisters after his sudorific prayer-meetings. [442] 
Consequently it became impossible for him to busy himself with the edification of 
his oppressed flock. When he regularly applied my anodyne plasters, he regained his 
strength so completely, that he gave up his former profession. Now he instructs the 
youngsters in the use of spear and foil, having transformed his clandestine meeting 
place into a fencing school.4é 


44  Anapothecary’s grain is some 65 milligrams. 
45 Most probably names of inns. The meaning of the word bonsing is unknown to me. 
46 This ‘fencing academy’ is a brothel. 
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mirakuleuze geneezing hebikeen Certifikatie, getékent by den Pastoor van zijn Parochie, 
en laager stont, Alexander Baurenschinder, Scholtus van die Halsheerlijkheyt. Wat 
zegje nu, Kruydbereyder van het Doode Meer, is de zinspreuk van Geertje Olifants niet 
onwederspreekelijk daar zy zegt? Een Konings kroon geneest geen Geraakten, of een 
fluweele Pantoffel geen Pausselyke jicht, maar de Wondarts kureert die beyden. 

Aldaar zweeg den Wondarts wiens lippen met geen spinrag waaren bezet, waar 
op den Borgermeester dier Heyknappers betuygde, zo vergenoegt te zijn over dat 
wederzijds pleydooi, dat hy dreygde van den Apotheeker te zullen begenadigen met 
een Schepens ampt, en den Barbier te zullen verrijken met een jaarlijks pensioen van 

[443] | Vuchtsche Raapen voor zijn Kinders, en van groene Eykels voor zijn Verkens. | 


Maar thans vereyscht 't verhaal de Krygstrompet te steeken, 
Fochier, het is uw beurt, die trots en onbezweeken, 
Door ’t hong’rig noodlot eerst van dien gevryden strant 
Gevlugt, manmoedig hier uw krygstrofeen plant; 
En die door’s Kosters wrok tot tegenweer gedrongen, 
Den stichter van *t krakkeel tot stilstant hebt gedwongen. 


Gants onverwachts viel den Koster aan ’t tieren als of een winterwolf hem by den ekkle- 
siastieken kraag had gevat, en den Schilder viel aan het brommen als een Lyflandsche 
beer die uytgetoogen op den honingbuyt ongelukkiglijk is vervallen onder een troep 
vergrimde hommelbien; 


* En dat gewelt op t voorzienst 
Sproot uyt den Godendienst. 


Den Schilder had in vertrouwendheyt tegens dien Spreeuwenkoster gezegt, dat den 
tegenwoordigen Paus van Romen een goed slag van een Man was, die waarschynlijk 
tavond of te morgen gekannoniseert stont te worden, een Loftuyging die den Koster 
beandwoorde door het looghenent argument van een keulsche Pint, met dewelke hy 
den dronken Schilder zo een wanschapen benediktie gaf, dat die onder de bierbank 
stoof, met een goed voornemen om aldaar na een Contra-argument te zoeken, toen 
den vergrimden Ecclesiae Custos hem te dier 


* Tantum religio potuit suadere malorum. 
Lucret. lib. primo. 
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William Bamboo, a weaver of hand painted Orangist flags, was blind until and be- 
yond his forty-sixth birthday, so much so that he could not read the smallest bills of 
his creditors. Thanks to the use of my ophthalmic drops he now begins to spell his 
10Us rather nicely. I have a document, certifying this miraculous healing, signed by the 
priest of his parish. Alexander Farmerflayer, the sheriff of that seigniory, put his signa- 
ture below the first one. What do you think about it, you herbalist of the Dead Sea, are 
not Gerarda Elephant’s words irrefutable: A royal crown doesn’t cure paralysis, and a 
velvet slipper doesn’t heal the pope’s gout, but the surgeon treats both’. 

These were the surgeon’s final words, although his lips were not covered with cob- 
web. The burgomaster of these heath eaters declared to be so pleased with this recip- 
rocal plea, that he threatened to favour the apothecary with a sheriff’s office, and to 
enrich the barber with a yearly pension of Vucht turnips for his children, and green 
acorns for his pigs. | [443] 


But now the story demands the sounding of the trumpet of war. 

Fouchier, it is your turn, standing proud and firm as before, 
having fled, by hungry fate, from the shore that was set free, 
to boldly go and plant your war trophy, 

when, forced to resist by the sexton’s ill-will, 


you brought the one who caused the quibbling to a standstill. 


Quite unexpectedly the sexton began to rave and storm as if a starving wolf had 
grabbed his ecclesiastical collar, while the painter started to roar like a Livonian 
bear, hunting for a booty of honey, that is unfortunately is overpowered by a flight of 
angry bees. 


*And all this violence did sprout 


from being too devout.*” 


The painter confidentially told the shrieking sexton, that the present pope was a man 
of the right stamp, who probably would be canonised before long. The sexton rebut- 
ted this eulogy with the disavowing argument of a stoneware jug, giving the inebri- 
ated painter such an ugly blessing that he rapidly hid himself under the table, with 
the intention to look there for a counterargument. But the infuriated Ecclesiae Custos 


* Tantum religio potuit suadere malorum. 
Lucret. lib. primo. 


47 Weyerman’s note refers to: Lucretius, De rerum natura, I:101: to such heights of evil are 
men driven by religion. 
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[444] | plaatse ook op ’t lijf viel, om de wraak noch verder te extendeeren. Nu schryft den 
natuurkundige Plinius, dat een Gans die in stervensnoot legt de pooten t'zamentrekt, 
en de Schilder bewaarheyde dat schryven, want hy sloeg gevalliglijk zijn handen om 
des Kosters gorgel, waarom de vreeze die fluks zo onlosmaakelijk dee besterven, dat 
den verwinnaar om hulp moest piepen by gebrek van ademhaaling. Daar op wierden 
de Duellisten gescheyden, en hun wederzydsche moed verhéven tot boven de spits 
des kerktorens, en toen dronken zy eene eeuwigduurende vriendschap in gescheurde 
kleeders en met bebloede neusen, met belofte van in het toekomende malkanders be- 
langens te zullen onderschraagen, nooit te ondermynen. 

Doch wie zou op dat ogenblik inkomen als de Kleopatra des kerkelijken Cesars, die 
haaren Heere en Man begon the harangeere in deeze termen: 


Wel dronke Nachtraaf! loome Zot! 
Zitje’ hier te kleeven in dit kot, 

Wyl t’huys uw naakte Kinders muyten 
Door broodsgebrek, en ik geen duyten 


kan vinden om een bosje zwavelstokken, of om een speldebriefe te bezorgen voor de 
Huyshouding? Denk maar eens, Kerkguyt! of de ziel van uw Vrouw niet door spyt wort 
gereeten als een overrype Heggenoot, wanneer zy moet zien voor haare oogen, dat het 
Wyf van onze gebuur den Verkensstouwer twee roode rokken over malkaar aanschiet, 
en ik ‘er geen eene heb om nevens andere braave Vrouwen mee te konnen pronken. Neen 
zieme zo leelyk niet eens aan, ik lacgh eens met je Gryns, Koster van de Tovenaars! benje 

[445] | een kerkelyk persoon, en legje hier in de nachtschuyt te vegten tegens dien Vryplaats 
uytzuyper, die een fatsoenlyk Koster niet zou willen aanraaken als met den haak van de 
Kerks brandleer. Schaamje, Nachtfielt! zo ‘er ooit schaamte heeft gehuysvest onder eenige 
dronke Dorpskosters. 

Aldaar hielt die Helleveeg halte, waar op den verplukten Koster met eenige door het 
oud bier verkorte syllaben zijn afscheyt nam; en de overige Dronkaards, die insgelijks 
beheerscht wierden door de rokken met gimpen, volgden dat voorbeelt, bevreest van te 
vallen onder de verbolgendheyt hunner Wyven, die nu en dan wel eens gewoon waaren 
van diergelijke byeenkomsten te komen opblaazen, derhalven haspelden zy nu na huys 
met vlammende kaaken en met sprietoogende blikken. Op het noodlottig ogenblik dat 
dien Kasteleyn der Eykelisten zijne overlaade zwynskudde uytliet, kwam zijn Knegt 
instommelen uyt dat Dorp, waar na den Schilder te paerde docht te gaan vagebon- 
deeren, om de ingebeelde Erfenis te gaan ligten, die zo dra als hy den smoordronken 
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| attacked him even there, to intensify his retaliation. The physicist Pliny writes, thatan [444] 
agonizing goose contracts its webbed feet, and the painter demonstrated the truth of 
this text by accidently putting his hands around the sexton’s neck, where fear at once 
stiffened them irredeemably. Therefore the victor, who could not breath anymore, had 
to squeak for help. Then the duellists were separated, their mutual courage being ex- 
alted higher than the steeple of the church tower, whereupon they toasted to their 
everlasting friendship in their tattered clothes and with bleeding noses, promising to 
stand up from now on for each other’s interests, never injuring these. 

But who else entered at that very moment, but the Cleopatra of the ecclesiastical 
Caesar, who harangued her lord and master as follows: 


Well you drunken night owl! You lazy man! 
Sticking around in this den, 
while at home your struggling brood runs bare 
for lack of bread, and I have not a penny to spare 


enough doits for a bunch of sulphur matches, or a paper of pins. Don't you understand, 
you church scoundrel, that your wife’s soul is split by spite as an overripe hazelnut, 
when she is confronted with the wife of our neighbour, the swineherd, who wears two 
skirts of red baize, one over the other, whereas I don't have a single one to parade 
myself amidst other honourable women? No, don’t scowl like that. I laugh about your 
grimaces, you sexton of sorcerers. 

| Do you think you are an ecclesiastical man when you are sitting in this night barge, [445] 
competing with this tippling refugee, whom a decent sexton would not touch but with 
the hook of the church’s scaling ladder? Be ashamed of yourself, night villain, if there 
ever was any shame to be found among intoxicated village sextons’. 

These were the shrew’s final words, whereupon the tattered sexton bid his farewell 
with a few syllables, shortened by old beer. The other drunkards, who also were domi- 
nated by braided skirts, followed his example, fearing to experience the wrath of their 
wives. Because these women had the habit of dispersing this kind of gathering from time 
to time, the men tottered home with flushed cheeks and squinting eyes. At this fatal mo- 
ment, when the host of the acornists showed his drove of glutted swine out, his servant 
came stumbling back in from the village. Precisely then the painter wanted to continue 
his journey on horseback, to collect the imaginary inheritance. As soon as the servant 
saw the deadly drunk artist, he recognised him as the man who had been his lord and 
master for some fifteen months, without giving him any payment or clothing. Therefore 
he brazenly asked him: ‘What are you doing here?’ As soon as W. de Fouchier answered 
lispingly that he went to Boxtel, to collect the inheritance of the sister of his late wife, 
the servant reacted with a roaring laugh: ‘the only thing you can do is to cut your travel 
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Penseelist zag, hem kende voor dien Heer en Meester, die hy vijfvierendeel jaaren had 
gedient, zonder Loon en zonder Kleeders, waar door hy hem vrypostiglijk vroeg, Wat 
hy daar kwam maaken? waar op hem W. de Fochier zo dra niet had gerepliceert in een 
lispent accent, Dat hy gekomen was om de Erfenis van zyne overleede Vrouws suster te 
gaan raapen tot Boxel, of den Knegt herhaalde luydskeels lacghende; Dan valt ‘er niets 
anders te doen als uw reys te staaken, en op nieuws Aardakers te gaan spitten, want die 
overleede Suster leeft, en daar by is ‘er niets te besten als uytgedopte Eykels, twee slegte 

[446]  artykels voor een benoodigt | Penseelist. Den te leur gestelde Tapytschilder onderwierp 
zich aan het Nootlot als een Wysgeer, trok manmoediglijk zijn Opperkleed uyt, gaf dat 
over in handen van den Kasteleyn tot een pand der Minne, en keerde te rug gedachtig 
aan het geduchte Spreekwoort van den hoogverlichten Tuynman. 


Dat de Hoop van een Zot, 
Vroeg rypt en vroeg rot. 
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short, and dig up some tuberous peas again.*® This dead sister is alive and well, but 

she has nothing but shells of acorns, two bad commodities for a impoverished artist’. 

| The disillusioned painter of wall hangings accepted his fate like a philosopher, gal- [446] 
lantly taking off his overcoat and amicably giving it to the innkeeper as a pledge. He 

went back home, bearing the proverb of the most illustrious Tuynman in mind:*9 


that Hope for the mad, 
is soon ripe and soon bad. 


48  Aardaker or tuberous pea (lathyrus tuberosus L.) is an uncultivated plant with edible 
peas, eaten by the poor. 
49 Tuinman. 
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Uytbreyding over de schilderkonst der ouden 


Original Text 


Vroegste ontwikkelingen! 

Indien wy de geheele Historie der Schilderkunst wilden ophaalen, dienden wy op te 
klimmen tot aan Adam, en al geduuriglijk neerwaards te loopen zoeken door de gan- 
sche Oudheyt: doch by gebrek van Wegwyzers zal men de Reys van een bekender plaats 
voortzetten, en die plaats oordeelen wy Griekenlant te zijn, | of schoon er veel schijn 
is om te vermoeden dat de Egyptenaaren die Konst, gelijk als meer andere Konsten en 
Wetenschappen, vroeger hebben bezêten als de Grieken. Het is ons ongeraaden dat 
landverschil te beslissen door een beslechtent vonnis, te meer daar dat verschil maar 
is gesticht op ses duyzent jaaren, die Egypten voorgeeft ouder te zijn in de vinding der 
Schilderkonst; een getal maklijk te noemen, doch moeijelijk te bewyzen. Het is zeker 
dat de Nyldrinkers de aldereerste uytvinders zijn geweest van de Starrenkunde, in dien 
niet van de Schilderkonst, ook was hun Koning Belus den verzinner van het stokken- 
gevecht, een Krygsoefening waar in de Britten uytmunten, en eenige andere Natien, 
gelijk als zy noch dagelijks met bebloede koppen komen te bewijzen. De meeste groo- 
te Grieksche Wysgeeren trokken wel na Egypten, doch zo het ons voorkomt, min om 
te schilderen, dan om te studeeren, gelyk als wy konnen bewaarheyden met Thales, 
Pythagoras, Demokritus, Plato, en meer andere Filosoofen; of er nu eenige Schilders of 
Konstenaaren onder dien troep zich bevonden, konnen wy niet beëedigen. Altoos wy 
weeten, of ten minsten wy gelooven, dat de Schilderkonst zich eerst heeft neergezet te 
Korinthen, of te Sicyone, op wiens puynhoopen de Turken een steedje hebben gesticht 
genaamt Vasilica. Daar is wederom een verschil tusschen die twee Steden over den 
Voorrang, dewijl er op eene tijd uytneemende braave Schilders waaren in die beyde 
steden, gelijk als Cleanthus te Korinthen, en Telephanes te Sicyone; doch de Konst ley 
toen noch maar in de wieg, dewijl die Schilders zich vergenoegden om de omtrekken 
te tekenen met eene koleur, en die van binnen te schaduwen. 

Doch alhier past het ons den Leezer te | waarschouwen, dat de Grieken die zich 
zo zeer beroemen over hun Naauwkeurigheyt in allerhande soorten van zaaken, niet 


1 The division of the Uytbreyding in chapters was made by the present author. 
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Disquisition on the Art of the Ancients 


Translation 


Early developments! 

If we want to recount the complete history of the art of painting, we would have to 31 
climb up to Adam, thence steadily descending to rummage the whole of antiquity. 
However, for want of signposts, we will start out on our journey from a better known 
place, which, in my opinion, is Greece, | although there are many indications that the 32 
Egyptians knew this art, as well as a number of other arts and sciences, before the 
Greeks mastered it. We would be ill-advised to pronounce a final judgement in this 
conflict between two countries, certainly because the dispute is about a mere six thou- 
sand years. Egypt claims to have invented the art of painting this much earlier, but 
that number is easier to pronounce than to prove.” We know for sure that the drinkers 

of Nile water were the first to invent astronomy, if not the art of painting. Their king 
Belus introduced fighting with sticks,? a method of warfare in which the British and 
some other nations excel, as their blood-stained heads demonstrate until the present 

day. Most great Greek philosophers went to Egypt, but we assume they did so for their 
studies, not to practice painting. Thales, Pythagoras, Democritus, Plato and others are 
there to prove us right, but if there were any painters or artists among them we cannot 
ascertain. 

Leaving this aside, we know, or at least we assume, that the art of painting first took 
root in Corinth or in Sicyon; the Turks founded a small town on Sicyon’s ruins by the 
name of Vasilica. There is a dispute between both cities about the precedence, because 
both had commendable painters at the same time: Cleanthes in Corinth,‘ for instance, 
and Telephanes in Sicyon. In their time, however, art was still in her infancy, since 
those painters were satisfied with drawing outlines, shading them on the inside with 
one colour.” | Our readers should be on their guard, however, because the Greeks, who 33 
boast their precision in all kinds of matters, disagree on the period in which the art of 
painting originated and when their first painters earned their fame. The Greeks make 


1 The division of the Disquisition in chapters was made by the present author. 
Pliny 16 mentions Philocles the Egyptian as the possible inventor of line drawing. 
In Greek mythology Belus, son of Poseidon was one of Egypt's early kings; Pliny does not 
mention him. 

4 Pliny 16: Aridices the Corinthian. 

5 Pliny 16: Ecphantus, the Corinthian, was the first to employ colour upon these pictures. 
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overeenkomen onder malkanderen wegens den tijd die men moet toeschryven aan 
den oorsprong der Schilderkonst, en aan den grooten naam hunner eerste Schilders. 
De Grieken maaken geen gewag van hun Schilders, dan veele (a) Olympiaden na hun 
Beeldhouwers en Plaatsnyders, dat is te zeggen stiptelijk in de Negentigste Olympiade; 
en ondertusschen verzekeren zy ons dat Phidias, die een ieder weet gebloeit te hebben 
in de zeven en tachentigste Olympiade, een Schilder was voor dat hy een Beeldhouwer 
wiert, en te Athenen heeft gekonterfijt den vermaarden Pericles, bygenaamt den 
Olympische, wegens de Majesteyt en den Donder van zijn Welsprekendheyt. Voegt 
er by dat Panenus, den Broeder van Phidias, heeft gebloeit in de drie en zeventigste 
Olympiade, en zelve het binnenste schilderde van Minervas Schild, zijnde dat schild 
het onsterflijk werk vab Colotés, een Discipel van Phidias, en zijn Medehulper in het 
Gebouw van den Olympische Jupiter. Dat alles toont dat er Schilders waaren voor de 
negentigste Olympiade. Maar hier zal iets fraais voor ’t licht komen. Dat is dat de gant- 
sche Weerelt weet dat er een oude Schildery van den Schilder Bularchus is geweest, 
waar op in het kleyn den strijd, of liever den nederlaag der Magneten stont verbeelt, 
welk tafereel tegens de zwaarte van Goud wiert opgewoogen, gekogt, en betaalt, by 
(6) Candaules den Koning van Lydien, anders genaamt Myrsiles, den laatste van het 
geslagt der Hera- 


(a) Een Olympiade vervat Vier jaaren. 
(b) Den zelve die zijne naakte Koningin vertoonde aan Gyges, waar voor hy behoorlijk 
wiert gestraft, eerst gehoornt, en toen vermoort. 


| cliden; tot dien Eerentop was de Schilderkonst reeds gestêgen in die Eeuw. Nu wiert 
dat stuk waarschijnlijk geschildert ten tijde van Romulus, dewijl Candaules stierf in 
de Achtiende Olympiade, of zo ik my niet vergrijp, in dat zelve jaar toen Romulus he- 
melde, als wanneer de Schilderkonst reeds in Italien en elders tot een aanzienlijken 
trap van volmaaktheyt was opgeklommen. En zo dat waar is, gelijk als daar aan niet 
kan getwyfelt worden, dan moet men bekennen dat die Konst veel ouder is, als men 
gemeenlijk die zegt te zijn, en dat die geenen onder de meest afgezonderste Schilders, 
waar van wy eenige kondschap hebben, zonder dat wy er eenig tijdmerk van konnen 
aanwyzen, dewelke met een kleur hebben gepenseelt, gedoopt Menochromates, de 
Voorzaaten waaren van Bularchus, en van alle de Grieksche Schilders. Wy verstaan 
door die oude Schilders, of zo je wilt, door die eerste Tèkenaars, Hygiemon, Dinias, en 
Charmades, en onder anderen Eumarus den Athener, die aldereerst de kunnens dorst 
onderscheyden, en alderhande soorten van Figuuren nabootsen. Voegt er by (a) Cimon 
van Cleonea, die de denkbeelden des eersten volgde, en die de Konst nog verder uyt- 
breyde. Want hy was die Cimon die voor alle andere Schilders de tronien van de eene 
zy, en in ’t gemeen alle andere voorwerpen die zich schuyns vertoonen, behoorlijk wist 
te verbeelden, en bedacht was om aldereerst zijn Figuuren en zwieren des Hoofds op 
onderscheyde wyzen te veranderen, die opwaards of neerwaards, of zylings of van 
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no mention of their painters before the ninetieth Olympiad exactly, many Olympiads 
(a) later than their sculptors and printmakers.® At the same time, they assure us that 
Phidias was a painter before he became a sculptor, everybody knowing that he flour- 
ished in Athens in the eighty seventh Olympiad. Then he painted the portrait of the 
famous Pericles, surnamed the Olympian on account of the impressiveness and thun- 
der of his eloquence.” Moreover, Phidias’ brother Panaenus flourished in the seventy 
third Olympiad and he painted the inside of the shield of Minerva, an unforgettable 
work by Colotes, a pupil and assistant of Phidias, when the last worked in the build- 
ing of the Olympian Jupiter.8 The above proves that Greece had painters before the 
ninetieth Olympiad. 

But now we will present you with something special. It is generally known that 
there once was an old small-scale painting by Bularchus, depicting the battle or rath- 
er the Defeat of the Magnetes. This work was bought and paid for with the painting’s 
weight in gold by Candaules alias Myrsilus, (b) king of Lydia, last scion of the lineage 
of the Heraclids; 


(a) An Olympiad comprises four years. 
(b) The same king who exposed his naked queen to Gyges. For this he was properly pun- 
ished by being crowned with horns and, eventually, being murdered. 


to such honourable heights the art of painting had already risen in those days. It is 34 
probable that this work was painted in the days of Romulus, because Candaules died, 
if I’m not mistaken, in the eighteenth Olympiad, in the same year when Romulus went 
to heaven. By then, the art of painting had reached already a rather high degree of 
perfection in Italy and elsewhere. The truth of this fact is beyond doubt and therefore 
we have to admit that this art is much older than is commonly assumed. Thus the 
monochrome painters, as they were called, were the ancestors of Bularches and all 
other Greek painters. These painters, who used just one colour, are the farthest re- 
moved in time, although we cannot determine precisely in which era they lived. The 
number of these old painters, or draughtsmen if you like, comprises among others 
Hygiaenon, Dinias, Charmades, and also Eumarus from Athens. This Eumarus was the 
first who dared to distinguish his figures by their sex, depicting many different kinds 
of figures. Cimon from Cleonae (a) should be added to this list. He adopted Eumarus’ 
ideas, improving art even more. This Cimon was the first painter ever to successfully 
show faces from aside and, in general, all objects presenting themselves obliquely. He 
aimed at variation in rendering his figures and the sprightly movement of their heads, 


6 Caelatura, misunderstood by jcw as printmaking means engraving in metal. 

This portrait not mentioned by Pliny. 

8 Pliny 54 speaks of sculpture, not of a building. DD 47: dans la fabrique de Jupiter: in Jupiter's 
building. 


NX 
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achteren, te doen wenden en keeren, volgens het Ontwerp. Zijn vernuft spoede noch 
meer velds, hy onderscheyde de Leden en Voegselen der Ledemaa- 


(a) Van hem getuygt Elianus aardiglijk, dat eer hy opstont, de Schilderkonst noch 
zoog en in de Luyers ley. 


| ten, dat niemant had beproeft te doen voor hem; hy wees de Aders aan en de Muskelen, 
en gaf aan de Draperyen natuurlijke Plooien, en lichte Vouwingen. Wat Panenus den 
Broeder van Phidias belangt, wiens Eeuw beter is bekent, een yder weet, dat behalven 
het Schild van Minerva dat hy inwendig bemaalde, hy noch daarenboven die beruchte 
(a) Bataille der Atheniensers tegens de Persen schilderde, genaamt den slag van 
(b) Marathon, en de konst moet al vry ver geavanceert geweest zijn in die tijden, dewijl 
men op dat konststuk de volmaakte Gelykenissen en de voornaamste Kapiteynen der 
beyder legers kon onderscheyden en kennen, die ter leevensgroote waaren afgebeelt 
op dat Tafereel, gelijk als een (c) Miltiades, een (d) Callimachus, (e) een Cynegirus 
van de kant der Grieken; gelijk als een Datis en een (f) Artaphernes, van de zy der 
Barbaaren. 


(a) Dat Stuk was geschildert, of toegeheyligt aan een Portaal te Athenen, dat met 
een groote Verscheydenheyt van Zeldzaamheden was verrijkt, genaamt Hoixíàý. 
Zie Pausanias, Lib. 5. pag. 306. 

(b) Marathon, thans genaamt Marathona, volgens Sophiaan, of Marason, volgens 
eenige andere Schryvers, was een kleyn Steedje in het Gebied van Athenen. Dat 
Plaatsje is de geheele Weerelt over berucht geworden door de Overwinning de- 
welke tien duyzent Atheniensers, aangevoert door Miltiades, bevochten op het 
Leger der Persen, bestaande uyt vyf maal hondert duyzent Mannen. 

(c) Miltiades voerde het bevel in die Bataille, waar in Themistocles, toen nog een 
Jongeling, zich dapper droeg. 

(d) Een der Atheensche Krygsoverstens, die gelijk als Miltiades stemde om de Slag 
te waagen, en die doorschooten met ontelbaare pylen, gevonden wiert staande 
recht over ent. Zie Plutarchus. 

(e) Een ander Atheens Generaal, wiens Handen wierden afgehouwen, onderwijl dat 
hy een Persiaans schip vasthielt, en zich tot er dood toe met het hoofd en met de 
tanden verweerde als een wild dier. Zie Just. lib. 2. 

(f) De twee Krygsoversten of Admiraalen van Darius, die het bevel hadden over de 
Vloot en over het Leger tegens de Atheniensers. Zie Cor. Nepos. 


| Dat is zo waar, dat er zelve ten tijde van Panenus eenige van die algemeene gevech- 
ten van Konst tegens Konst wierden gehouden te Delphos en te Korinthen, alwaar de 
groote Schilders malkanderen kwamen ontmoeten, om te beproeven wiens Konst het 
zwaarste woog. Onder anderen wiert er eens gevonnist op de (a) Pythische speelen, 
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going up or down or to the side or backwards, in accordance with his invention. His 
intelligence made him conquer an even wider area by differentiating the limbs of the 
body and their joints, 


(a) Until he became active, the art of painting was still breast fed, wearing diapers, 
as Elianus phrased it elegantly. 


which until then nobody had attempted. | He indicated the veins and the muscles and 35 
also gave his draperies natural folds and light creases. 

Everybody knows that Phidias’ brother Panaenus, whom we mentioned before 
and whose period of activity is better known, not only painted the inside of Minerva’s 
shield, but also the famous battle of the Athenians against the Persians (a), known as 
the Battle of Marathon (b). In those days, the development of art must already have 
been quite remarkable, since the faithful likenesses of the most prominent lead- 
ers of both armies could be made out and recognised. Among others, Miltiades (c), 
Callimachus (d), and Cynaegirus (e) on the Greek side, Datis and Artaphernes ( f) from 
the barbarian camp had been depicted in this painting life size. 


(a) This work was painted for, or dedicated to, a porch in Athens, called [oixiAy, 
that had been beautified with a great variety of curiosities. See: Pausanias, Lib. 5. 
p. 306. 

(b) Marathon, presently called Marathona according to [Nikolaus] Sophianus, or 
Marason according to some other authors, was a small town in the Athenian 
area. It became world famous because of the victory of 10.000 Athenians under 
the command of Miltiades over the army of 500.000 Persian soldiers. 

c) Miltiades was in command in that battle in which Themistocles, as a young man, 
conducted himself bravely. 

d) One of the Greek commanders who sided with Miltiades in voting for the ven- 
ture of waging the battle. When his body, pierced by innumerable arrows, was 
found, it was still in an upright position. See: Plutarchus. 


e) Another Athenian general, whose hands were chopped off while he was clinging 
to a Persian ship, defending himself with his head and teeth like a wild beast. 
See: Zie Just.| Lipsius, De Constantia] lib. 2. 

(f) Darius’ two generals or admirals who commanded the fleet and the army fight- 

ing the Athenians. See: Corn. Nepos. 


| This advanced development is evident from the fact that, in the days of Panaenus, 36 
general contests between artists were common in Delphi and Corinth.? Here the 


9 Forother competitions among ancient painters, see: J CW 1:36, 41, 42, 43, 49-50, 58-59, 76, 166. 
Competition among Dutch painters: 11:42, 152,196, 324, 363; 111:221. 
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tusschen den zelve Panenus en Timagoras den Chalcidier, alwaar de overwinning wiert 
toegeweezen aan den laatsten door de Konstkenners. Dat is den eerste tweestrijd van 
die natuur geweest waar van de geschichtboeken gewaagen. Ook zegt de historie dat 
den verwinnaar zo verrukt was door het goed gevolgd van zijn penseel, dat hy daar 
van het geheugen vierde door een gedicht van zijn maaksel, dat op de Eeuw van den 
natuurkundigen Plinius in weezen is verbleeven. 

Behalven die Schilders die zich berucht hebben gemaakt by de Naneeven, worden 
er eenige andere Konstenaaren opgemonstert voor de negentigste Olympiade, die in 
achting zijn geweest voor die tijd; gelijk als een Polygnotus van Thasos, den eersten die 
wy weeten dat de vrouwen schilderde in vrolijke tabberden, en die der zelven hoofden 
wist op te hullen met onderscheyde hulsels, zo verscheyden in gedaante, als in koleur. 
Die man was een van die oude Schilders, die grootelijks behulpzaam zijn geweest 
aan den voortgang en de verhooging van de Schilderkonst. Voor zijn tijd was de 
uytdrukking noch onbekent. Hy was den eerste die de bevalligheyt gaf aan zijn beelden, 
laatende die den mond een weynig openen, en de beginselen der tanden toonen, door 
welke vrolijke en geestrijke gelaatstrekken die gewoone strengheden wierden ver- 
zacht, dewelke tot op die 


(a) Ingestelt ter eere van Apollo, en van zijn overwinning behaalt op den draak Py- 
thon. Ovidius, Metam. I boek. 


| tijd toe hadden geheerscht in de oude aangezichten. Van de bekwaamheyt van dien 
Polygnotus kan men oordeelen uyt een tafereel, dat een tijd lang voor het Paleys heb- 
bende gehangen, verplaatst wiert in het portaal van Pompeus. Dat tafereel verbeelde 
een Held met zijn schild in de vuyst, waar van de gestalte eenigzins twyfelachtig was, 
want op een (a) ladder staande kon men niet gissen, of hy wilde opklimmen of af- 
daalen; een blijk van de kindsheyt der Konst op die tijden. Die zelve Polygnotus schil- 
derde ook voor die van Delphos een heerlijk Portaal, verrijkt met veele konststukken 
en cieraaden. Doch alhier moogen wy niet overslaan, dat hy grootmoedig genoeg was 
van niets te willen neemen voor zijn arbeyt, daar Micon, een ander Schilder van die 
Eeuw, die benevens hem aan dat Portaal arbeyde, geen Conscientie werk maakte van 
zich wel te laaten betaalen. Die Edelmoedigheyt overstulpte den eersten met glorie, 
en verkreeg hem de algemeene achting aller Volken. Dat ging zo ver, door een een- 
parig besluyt der (b) Amphictions, dat is te zeggen, de generaale Gedeputeerdens van 
Griekenlant, dat dien Schilder waardig wiert geoordeelt om by een iegelyk, wie het 
ook mogt zijn, kosteloos en schadeloos gehuysvest en onthaalt te moeten worden, in 
den omtrek van hun Staaten. Maar aangaande zijn medehelper Micon zal den Leezer 
weeten, dat er noch een ander Schilder van die naam is geweest, bygenaamt Micon den 
Minder, die een Dochter had, bekent by den naam van Timarete, 
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greatest painters met to find out whose art would turn the scales. At such a contest, on 
occasion of the Pythian Games (a), judgement was passed between this Panaenus and 
Timagoras from Chalcis, the connoisseurs awarding the victory to the last-mentioned. 
This is the first competition of this kind recorded in the annals of history. Historians 
informs us also that the winner was so pleased with the great success of his brush, that 
he perpetuated it with a poem he composed himself. In the days of the physicist Pliny 
this text was still known. 

Apart from the painters, who are still famous with later generations, some other 
artists, who were well regarded in their time, passed muster before the ninetieth 
Olympiad. Among them was Polygnotus from Thasos. As far as we know, he was the 
first to paint women in brightly coloured attire,!° adorning their heads with headgear 
in a wide range of shapes and colours. He was one of those early masters who greatly 
stimulated the progress and amelioration of the art of painting. Before his time, paint- 
ed figures had no expression. He was the first to lend grace to his figures by leaving 
their mouth slightly open and showing the tip of the teeth. These pleasant and animat- 
ed traits softened the rigidity that had been determining the countenances thus far. 


(a) The Games were established to confer honour on Apollo and his victory over the 
dragon Python. See: Ovidius, Metam. book 1. 


| Polygnotus’ capability can be judged from a scene that used to hang in front of the 37 
Palace, but that was transported to Pompeus’ porch." It depicted a hero holding 
a shield, who stood on a ladder (a), but is was ambiguous whether he was trying to 
climb up or down, which proves that, in this period, art was still in its infancy. This 
Polygnotus also painted a great porch for the citizens of Delphi, beautifying it with 
many decorations and works of art.!2 We should not forget that he was so magnani- 
mous as to refuse payment for his labour, whereas Micon, a contemporary painter who 
worked simultaneously on the same porch, felt no scruples about asking an ample re- 
muneration. This noble-mindedness brought the first-mentioned abundant glory and 
respect among all nations. The Amphictyons (b), the general deputies of Greece, even 
decided unanimously that the painter deserved to be hosted and regaled freely, with- 
out any compensation, by anybody, nobody excepted, in all their provinces.!3 About 
his colleague Micon the reader should know that there was a second painter of this 
name, nicknamed Micon Minor, who had a daughter known as Timarete, 


10 Pliny 58: in transparent drapery ... parti-coloured head-dress. DD 49: des habits rians. 

11 Pliny 59: in the Portico of Pompeius, before the Curia that was built by him. 

12 Pliny 59: embellished the Temple at Delphi, and at Athens the Portico ... Poecile. 

13 Pliny 59: the Amphictyons ... decreed that he should have his lodging furnished him at the 
public expense. 
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(a) Waarschijnlijk tegens de muur van een belegerde Burgt, volgens de manier der 
ouden. 

(b) De algemeene vergadering van Griekelant, die tweemaal jaars vergaderde, eens 
in de Lente en eens in den Herfst, om het gemeene best te behartigen. Eerst ver- 
gaderden zy te Pylos, en naderhant tot Delphos. Amphictyon was den insteller 
van die vergadering. De Vereenigde Nederlanden schijnen dat Model te volgen. 


| dewelke de eerste was van haar Sexe die het penseel handelde. 

Ten laatsten bloeiden in de negentigste Olympiade de Schilders Aglophon, 
Cephissidorus, Phrylus, en Evenor, den Vader en den Meester van den vermaarde 
Parrhasius, van den welke wy zo aanstonds zullen spreeken. Die vier Schilders heb- 
ben een grooten naam gehad by hun leeven, doch die naam verdient niet dat wy ons 
daar mee ophouden in dit kort begrip, zo veels te meer dewijl ik my spoede om tot die 
Schilders te komen, dewelke men wettiglijk kan en mag noemen de (a) Lichten der 
Schilderkonst. Onder die Lichten heeft Apollodorus uytgemunt te Athenen, in de vier 
en negentigste Olympiade. Die man vond eyndelijk het geheym om de onderschey- 
de voorwerpen der natuur natuurlijk te vertoonen, in hun volle luyster van schoon- 
heyt, niet alleenlijk door de naauwkeurigheyt van tekening, maar voornaamlijk door 
zijn kennis van koleuren, en door de verdeeling van zijn lichten en schaduwen; en 
wy moeten bekennen dat hy daar in de Schilderkonst tot op dien trap van kracht en 
van zachtheyt heeft opgetilt, waar op zy noch niet was opgeklommen. Daar zijn twee 
stukken van dien Konstenaar bekent die beyden heerlijk zijn. Het een tafereel verbeelt 
een Priester in zijn aanbidding, en het tweede is een Ajax verbrant door den Blixem, 
welk laatste te zien was te Pergamum; en die beyde Schilderyen zijn de bekoorlijkste 
Konststukken der oude Grieksche Konstschilders. 


Zeuxis 
De Hofpoort van de Schilderkonst aldus geopent zijn- 


(a) Dus noemden de Latijnen de groote Meesters in wat voor een soort van weten- 
schap het ook was. Philosophia jacuit usque ad hanc aetatem, nec ullum habuit 
LUMEN literarum Latinarum zegt Cicero in zijn Tuscul. 


| de door dien grooten Man, stont den ingang vry voor Zeuxis van (a) Heraclea, in de 
vyf en negentigste Olympiade, om het penseel nog verder te brengen, dat zich reeds 
begon te verstouten om een meerder glorie te verkrygen. Niet dat het Koloriet niet 
ver was gebrogt by Apollodorus, maar Zeuxis brogt het noch verder, en verhief het tot 
die volmaaktheyt, waar in men het heeft zien praalen in vervolg van tijden. Wy sullen 
alhier ter loops aanmerken, dat zommige Schryvers dien laatsten Schilder ’t onrecht 
hebben geplaatst in de negen en zeventigste Olympiade, dewijl ontrent die tijd in 
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(a) Probably he was climbing the wall of a besieged citadel in the manner of the 
ancients. 

(b) The general assembly of Greece that convened twice a year, once in spring and 
once in autumn. Initially they met in Pylos, later in Delphi. Amphictyon initiated 
these meetings. The United Netherlands seem to imitate this model. 


| the first of her sex to handle the brush.!4 38 

Furthermore, the painters Aglaophon, Cephisiodorus, Erillus and Evenor flour- 
ished in the ninetieth Olympiad. The last-mentioned was the father of the famous 
Parrhasius, of whom we will speak below.!° These four painters had a great reputation 
during their lifetime. In this brief compass, however, they do not deserve our attention 
and, more importantly, I am making haste to reach the painters who lawfully may be 
called Luminaries of the art of painting (a). 

Among those luminaries, Apollodorus from Athens, active in the ninety-fourth 
Olympiad, was outstanding.!® He was the first to discover the secret of depicting dif- 
ferent objects from reality in a natural way. Thanks to the precision of his drawing, 
and even more so to his understanding of the colours and his distribution of light and 
shadow, he showed these objects in the full glory of their beauty. We have to acknowl- 
edge that he elevated the art of painting to a level of power and tenderness that she 
had not reached thus far. We know about two glorious works by this artist. One of these 
is a Priest in adoration. The second is Ajax being burnt by lightning, a work that was to 
be seen at Pergamum. These two paintings are the most charming works of art made 
by the early Greek masters. 


Zeuxis 
Once the royal gate of the art of painting had been opened by this great man, 


(a) Great masters in whatever kind of science were called Luminaries in Latin. 
Philosophia jacuit usque ad hanc aetatem, nec ullum habuit LUMEN literarum 
latinarum, as Cicero wrote in his Tuscul. [anae Disputationes]. 


| Zeuxis from Heraclea (a) was free to enter during the ninety-fifth Olympiad. His in- 39 
tention was to advance the art of painting even further, since she had already mus- 
tered courage to try and win greater glory. Colouring had been much improved by 
Apollodorus, admittedly, but Zeuxis developed it even further, raising it to the state 
of perfection that it would parade in later ages. By the way, some authors incorrectly 


14 For Micon Minor and Timarete see: J Cw 1:153. 
15 See: JCW 1:44. 
16 Pliny 60: ninety-third Olympiad. 
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Griekenlant een (b) Demophilus van Himera, en een Nezeas van (c) Thasos, die beyden 
zijn Meesters geweest. Wat er ook van zy Zeuxis vorderde veel by de tafereelen van 
Apollodorus, en inzonderheyt by het bestudeeren van het Koloriet, dat een aanmerke- 
lijk deel uytmaakt in de Schilderkonst. Daar van daan kwam het dat Apollodorus, op 
Zeuxis gestoort, wegens dat soort van Dievery, waar by hy zo veel eer had verkreegen, 
zich niet kon wederhouden van hem dat bitterlijk te verwijten, in een Schimpdicht 
in Vaerzen, en hem te schelden voor een Roover, die niet te vree van hem zyn Konst te 
hebben ontvoert, zich daar mee noch dorst oppronken, als met een wettige Erfenis. Doch 
den Navolger lacghte eens met alle die klachten, die ging altoos den ouden gang, en 
verzamelde groote rijkdommen. Het is waar dat hy die misbruykte, en er mee pronkte 
op een kinderachtige wijze, als die zich groots voordee, en Fransche Airs gaf in alle 


a) Waarschijnlijk in Sicilien, of die van Italien, naby Tarente. 

b) In Scilien gesticht op de Rivier van dien naam. 

c) Inhet Eylant dat dien naam voert, een der beste van de Archipel of de Egeesche 
Zee, huydendaags Tasso. 


merkwaardige gelegendheden, gelijk als te (a) Olympia, en in de Olympische spee- 
len, alwaar hy zich vertoonde aan gansch Griekenlant, omhangen met een (b) purpe- 
re Tabbert, met zijn cyfers in goude (c) letters op de stoffe zelve. Ten laatsten na het 
verkrygen van onmeetelijke schatten, speelde hy den Rol van een edelmoedig Heer, 
zonder daarom op te houden van verwaant te zijn. Hy schonk zyn Schilderyen mild- 
daadiglijk weg aan deezen en geenen, zeggende, Dat het goud nog het zilver derzelver 
waarde niet kon betaalen, na waarde. 

Onder de schoone tafereelen, dewelke hy op die wijze weg schonk, telt men eene 
Alcmene, met dewelke hy de (d) Agragantijnen begonstigde, en een Pan, die hy ver- 
eerde aan Archelaus, een der Voorzaaten van den grooten Alexander. Noch maalde 
hy een Penelope, omcingelt met haar Vervolgers, of Minnaars, uyt welk tafereel het 
blijkt dat hy voorneemens was om de zeeden te schilderen, waar in het opperste van 
de Schilderkonst bestaat. Ook wort van een Worstelaar van zijn maaksel gewaagt, waar 
in hy zich zodanig had voldaan, dat hy zich niet kon weerhouden, van het te pryzen en 
te verheffen als een meesterstuk, want hy schreef op het onderste van het Paneel een 
Grieks vaers dat met er tijd verraarde in een spreekwoort, zijnde den Inhoud als volgt. 


(a) Een oude Stad in de Peleponnesus, tusschen de berg Ossa en den berg Olympus, 
in welkers Buurschap de Olympische speelen wierden geviert. 

(b) Plinius zegt niet dat het een purper Kleed was, doch dewijl zijn Nayveraar daar 
mee bralde, zal waarschijnlijk Zeuxis die zelve verwaandheyt gehad hebben. 
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placed our painter in the seventy-ninth Olympiad, because in that period already two 
Greeks were Zeuxis’ masters, a certain Demophilus from Himera (b) and a Neseus from 
Thasos (c). However that may be, Zeuxis profited greatly from Apollodorus’ scenes 
and certainly from studying the last one’s colouring, an essential constituent of the 
art of painting. This kind of theft, bringing Zeuxis so much honour, was the cause of 
Apollodorus anger with him. The last mentioned could not refrain from blaming him 
bitterly in a satirical poem. It called Zeuxis a bandit who not only had stolen his art, but 
who even dared to parade the plunder as if he were its rightful heir. But the imitator just 
laughed about all these complaints, continuing in the usual way and collecting great 
wealth. Admittedly he misused his riches, flaunting his opulence in a childish way 


a) Probably in Sicily, or the Italian place of that name, near Tarentum. 

b) Founded in Sicily on the shores of the river of the same name. 

c) On the island of the same name, one of the best cities in the Archipelago or the 
Aegean Sea, presently called Tasso. 


and behaving pretentiously whenever a public event offered him an opportunity. 40 
This happened in Olympia (a) and during the Olympic games, where he presented 
himself to all Greeks in a purple tabard (b), wearing his monogram in gold letters (c) on 
its material. At last, having gained immeasurable treasures, he played the role of a mag- 
nanimous lord, without losing his pretentions. He liberally gave his paintings away to 
the left and the right, stating that neither gold or silver could remunerate their real value. 

Among the beautiful scenes he gave away is an Alcmene he donated to the citizens of 
Agrigento (d), and a Pan with which he favoured Archelaiis, a forefather of Alexander 
the Great. He also made a Penelope amidst her suitors or lovers, a scene demonstrat- 
ing his intention to depict customs and manners, this being the acme of the art of 
painting.!® Mention has been made also of a Wrestler, that pleased the painter so much 
that he could not refrain from lauding and exalting it as a masterpiece. At the bottom 
of the panel he wrote a poem in Greek, that over time evolved into a proverb, its tenor 
being as follows. 


(a) An old town on the Peloponnesus, situated between Mount Ossa and Mount 
Olympus, in which area the Olympic Games were celebrated. 

(b) Pliny doesn’t say that it was a purple tabard but, because his competitor flaunted 
such an attribute, Zeuxis most probably showed the same conceitedness. 


17 Pliny 61: eighty-ninth Olympiad. 
18 Pliny 63: in which the peculiar character of that matron appears to be delineated to the very 


life. 
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(c) Niet in de stoffe ingeweeven, maar er in plaaten opgelegt, om van verre te kon- 
nen worden gezien. 
(d) In het Buurschap van Heraclea was Agrigentum gesticht. 


| Vergeefs pijnt zich een drom van Medekonstenaaren, 
Om mijnen * Worstelaar, schoon door de nyd gelaakt, 
Door t dartel Konstpenseel in deugden t’ evenaaren, 


Geen is er die hem volgt, ‘k laat staan hem beter maakt. 


Doch alhoewel hy veel werks heeft gemaakt van dien Worstelaar, zo is den Jupiter ge- 
zeten op zijnen Troon, met eene Hemelsche Schaare omringt, een stuk van de uyterste 
heerlijkheyt. Men verheft noch zijnen Herkules in de wieg, die met zijn eygen han- 
den de twee slangen vernielt die Juno op hem had losgelaaten, en dat in het byzijn 
van Alcmene en van Amphitrio, die staan te trillen en te beeven, en bevreest achter- 
waards schijnen te wijken. Ondertusschen vond men er dit in te berispen, dat hy de 
hoofden en uyterste eynden der Beelden te zwaar en te machtig had gemaakt, na de 
Evenmaatigheyt van het overige der licghaamen; schoon hy elders zo gestreng was op 
de maaten en op de schoonheyt van ieder deel, dat hy een Helena zullende schilderen 
voorgeschikt tot den Tempel van Juno van Licinie, dee hy het puyk der jonge Dochters 
voor zich komen, en na die wel van naby bezien te hebben volgens de wijze van die 
Eeuw, (dat is moedernaakt) kipte hy er vyf uyt die de schoonste waaren, om die deelen, 
dewelke hem het bekoorelijkste scheenen, af te schetsen, en er vervolgens een vol- 
maakt Principaal uyt ’t zamen te stellen. Andere Schryvers zeggen, dat zulks geschiede 
te Crotonen, en voegen er zekere omstandigheden by, die vry sterk ruyken na het dier- 
lijk vertaalt Mintafereel van le Clerk, een Overzetter al ommers zo beschaaft, in zijn 
omschryvingen, als een Zee- 


* Die Tempel was gesticht tussche Crotonen en de Kaap van Licinien, en wiert 
gemeenlijk den Tempel van de Licinische Juno genaamt. 


| dijks Speelhuys Kastelyn, welke omstandigheden wy zullen overstappen, eerbaar- 
heyts halve. Wat er van zy ofte niet, het is altoos zeker dat hy oordeelde, vaststelde, en 
aantoonde, dat een Schilder zich moest beraaden met de Natuur, en doordringen tot 
de volmaaktheyt door het verstandiglijk uytkippen dier schoonheden, dewelke zy ons 
komt te vertoonen. Zijn manier van tekenen was groots en zuyver, ook vond hy een 
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(c) Not woven into the material but attached to it in sheets, to be readable from a 
distance. 
(d) Agrigento was founded not far from Heraclea. 


| A multitude of fellow-artists strain themselves in vain, 41 
with the frisky brushes of our art, 

to equal the quality of my Wrestler* (although it was censured by Envy). 

But there is nobody who can equal him, let alone improve on him. 


Although he devoted himself to a great extent to this Wrestler, his Enthroned Jupiter, 
surrounded by a multitude of celestials, is a work of the utmost glory. His Hercules in 
his cradle, strangling the two snakes Juno had turned loose on him, is lauded also. The 
trembling and shuddering Alemena and Amphitryon, who are witnessing the event, 
seem to shrink back in fear. This does not allay the fact that he was censored for making 
the heads and extremities of his figures too heavy and big in relation to the proportions 
of the rest of the bodies. However, in other cases he was very strict about the measure- 
ments and the beauty of every bodily part. When he was about to paint a Helen for the 
temple of Juno in Lacinia, he accordingly invited the flower of the young women and 
inspected them closely, as was the custom of that period (id est stark naked). From 
them he selected the five most beautiful women, making sketches of those bodily parts 
he considered the most gracious, with the purpose of combining them in a perfect 
work of art. Some other authors say that this happened in Crotona, inserting certain 
details into the story that smell rather offensively of LeClerk’s bestially translated Love 
Story.!® This translator used the same refined language as the innkeeper of a gambling 
house on the Zeedijk.?° 


* This temple was located between Crotona and Cape Licinia; it was commonly 
called the Temple of the Licinian Juno. 


| For the sake of decency, we will leave these matters aside. Anyhow, itis beyond doubt 42 
that Zeuxis thought, concluded and demonstrated that a painter always has to consult 
Nature, reaching perfection by prudently selecting the elements of beauty she is of- 
fering. His manner of drawing was grand and precise. He also was the inventor of a 


19 Pieter le Clerq (1692-1759) translated Claude Quillet’s Calvidii Leti Callipaedia, Leiden, 
1655 into Dutch. It was published as Huwelijks Mintafereel, Amsterdam, 1722. DD 53: 
Dautres ... rapportent cette histoire d'une maniere plus circonstanciée, not hinting at any 
indecency. 

20 Street and area of ill repute in Amsterdam, favoured mostly by sailors. 
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nieuwe wijze uyt om met Wit en Zwart te tekenen, een wijze die de Italiaanen doopen 
Mezzo-Tinto. 

Wy hebben reeds gezegt dat hy Mededingers had in de Schilderkonst, en waarlijk 
die Mededingers bestonden uyt de bekwaamste Schilders zijner Tijdgenooten. Onder 
die Schilders kan men Timanthes, van den welke wy zo aanstonds zullen spreeken, (a) 
Androcydes, Eupompus, en den beruchten Parrhasius, optellen. Zie hier op wat wijze 
dat Parrhasius in het perk der mededinging met Apelles trat, en de Overwinning op 
Zeuxis behaalde. Zeuxis had een stuk gemaakt, waar op hy de Druyven zo natuurlijk 
had afgebeelt, dat zo als het ten toon wiert gestelt er de Vogels op kwamen afstuyven 
om die vruchten te pikken. Den Schilder als verrukt door dat gevedert bezoek, en fier 
op de stem van die kleyne Rechters, riep Parrhasius toe, Dat hy aanstonds dat stuk 
voor den dag zou haalen dat hy tegens zijn tafereel dreygde tegen te stellen. Parrhasius 
gehoorzaamde, en brogt zijn stuk te voorschijn, zo het scheen met een dunne stoffe, 
op de wijze van een Gordijn. Schuyf die Gordijn op, (riep Zeuxis, op den toon eens ver- 
waande Dichters) op dat we uw 


(a) Daar wort van dien Schilder getuygt, Dat hy op een tijd den Draaikolk van de Scylla 
en de Caribdis schilderde, op welk tafereel de visschen beter waaren gekonterfyt 
als het overige, en dat dewyl hy al ommers zo belust was op de visschen als een 
Kathuyzers Kloosterkok. 


| meesterstuk van naby moogen beschouwen. Parrhasius begon eens hartiglijk te lacghen 
over dat Antwerps geschreeuw, en dee zo wel den Schilder Zeuxis, als de overige 
Toekykers bekennen, dat het met die Gordijn gestelt was als met de Godvruchtigheyt 
der huycghelaaren, schijn, vernis, en zeedige koleuren. Ik ben (a) overwonnen, (riep 
fluks Zeuxis uyt, die zijn schuld met die openhartigheyt die hem zo eygen was beken- 
de, en die onvermijdelijk is in een diergelijk geval) ik ben overwonnen, en ik beken vry- 
elijk, dat Parrhasius meerder bekwaamheyt bezit als ik, want ik heb alleenlijk de Vogelen 
verschalkt, daar hy my die een Schilder ben heeft bedroogen. 

Het blijkt altoos dat Zeuxis ter goeder trouw en recht door Zee ging in dat soort van 
Tweegevegten, en daar van zullen wy noch een groote proef op de som bybrengen. 
Zeuxis schilderde op een latere tijd een Jongen, die onder zijn arm een mandje met 
rijpe muscadellen droeg, (het schijnt ons toe dat hy een overvlieger op het Druyfgewas 
is geweest) op welk tafereel de Vogelen na ouder gewoonte kwamen aansnorren, doch 
hy verheugde zich niet over dat merkwaardig toeval, waar over een minder Schilder 
zou hebben gebromt als een Lente-hommelbie, maar in tegendeel hy verbitterde zich 
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new method of drawing with black and white, a manner called Mezzo-Tinto by the 
Italians.! 

We related above that he had competitors in the art of painting who truly were the 
most capable of his contemporaries. Among them were Timanthes, of whom we will 
speak below,?? Androcydes (a), Eupompus, and the famous Parrhasius. Just think of 
the way in which Parrhasius stepped into the arena against Apelles?® and how he won 
a victory over Zeuxis. Zeuxis made a painting in which some grapes were depicted in 
such a natural way that, when it was exhibited, the birds flocked around it and pecked 
at the fruits.2* Being enraptured about these feathered visitors and proud of the votes 
of these little judges, he loudly told Parrhasius that he should immediately exhibit the 
painting with which he threatened to confront his scene. Parrhasius complied, showing 
his painting that seemed to be covered by a curtain of a thin material. Open that cur- 
tain, Zeuxis called, in the tone of a conceited poet, 


(a) The story goes that this painter once painted the whirlpool of Scylla and the 
Charibdis, in which scene the fish had been depicted better than the rest because he 
was so keen on fish as the cook of a Carthusian monastery. 


| and let us inspect your masterpiece from nearby. Parrhasius burst out in laughter about 43 
this Antwerp outcry,”> making the painter Zeuxis as well as the other spectators under- 
stand that this curtain was similar to the piety of hypocrites: it was make-believe and 
varnish, its colours pretending to be demure. I’m defeated (a) cried Zeuxis, admitting 
his setback with the straightforwardness characterising him, this virtue being unavoid- 
able in such cases. I am defeated and I admit candidly that Parrhasius has greater capa- 
bilities than I do, since I just deceived the birds, whereas he deceived me, who am a painter. 
It is evident that in such competitions Zeuxis always was straightforward, acting 
in good faith, as we will demonstrate with a convincing proof. Later in his life Zeuxis 
painted a Boy carrying a basket of muscatels under his arm (apparently, he was a great 
master in rendering grapes), a scene that attracted the birds as usual, but he was not 
pleased by this peculiar occurrence, although a minor master would have sung his own 


21 Pliny 64: he also painted some monochromes in white. DD 53 gives an extensive explana- 
tion of this technique. 

22 See: JCW 1:49-52. 

23 This seems to be a mistake. The Disquisition mentions Parhasius’ competitions with 
Zeuxis and Timanthes. 

24 Other animals reacting to their painted equals: JCW 1:76, 88; 11:202; 11:21. 

25 This refers to the lowest rank of painters offering their ware on Fridays in the open-air 
market in Antwerp. See chapter 2. 
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tegens en over dat stuk met de zelve openhartigheyt als in het voorgaande toeval, zeg- 
gende, Indien de druyven natuurlijk zijn gepenseelt, dewijl er de vogelen door verschalkt 
zijn geworden, dan is den Jongen onnatuurlijk geschildert, die de druyven draagt, dewijl 
zy er niet of als voor een leevendig schepsel, of voor 't minsten als voor een molik voor 
schrikken. Had ik den Jongen zo wel geschildert als het Mandje, het geve- 


(a) Een Openhartigheyt die al ommers zo zeldzaam is onder de Schilders, als een 
schatrijk Muziekant raar is onder de Cecilianisten. 


| dert Vee zou er wars van hebben afgekeeken. Wy zullen er byvoegen, dat Zeuxis niet 
alleenlijk een groot Schilder en een groot Tekenaar is geweest, maar dat hy zich insge- 
lijks verlédigde met het boetseeren. De oudheyt beroemde zich over verscheyde 
werken van dat soort, dewelke echter van geen zwaare prijzen moeten geweest zijn, 
dewijl men alle die potaarde wonderen liet achterblyven naby de Golf van Atra, toen 
de Borgemeester Fulvius Nobilior de Zanggodinnen, (de Konsten en Wetenschappen) 
er uyt verhuysde en overvoerde na Romen. Aangaande de Schilderyen van Zeuxis, de 
Romeynen beroemden zich inzonderheyt over een koppel tafereelen van dien Meester. 
Het eerste was de schoone Helena die hy schilderde voor de Agragantijnen, wel eer 
zo geviert en gepreezen by de Dichters. De tweede schildery verbeelde den boschgod 
Marsias vastgebonden aan een boom, om ontleed te worden by den geneesheer Apol, 
welk stuk hing te pryken in den Tempel der Eendrachtigheyt. Die Schilder lacghte 
zich te barsten over het Konterfytsel van een oud wijf, een zeldzaame dood, (zegt den 
Schryver van dit boek) dewijl hy onderstelt dat het gezicht van een oud wijf meer ver- 
moogen heeft om een Man te doen sterven door het huylen, als door het lacghen. 


Parrhasius 
Den Schilder Parrhasius, die effentjes by ons is aangeraakt geweest, verdient wel een 
byzonder artykel. Die knaap was geboortig van Ephesen, en leende ridderlijk de be- 
hulpzame hand tot het voortzetten van de Schilderkonst, door zijn aardige uytvin- 
dingen. Wy zijn de naauwkeurige onderhouding van de Evenmeetbaarheyt aan hem 
verpligt, dat is te zeggen, de Evenmaatigheden. Daarenboven was hy den uytvinder 
van den aardigen zwier in de verstandige, schoone, en vervoerde tronien; van de 
geestrijke verdeelingen der hoofdhaairen; | van de schoonheyt en de deftigheyt der 
Aangezichten, en Perzoonen; in ’t kort, door de algemeene toestemming der groote 
Meesters, van de uytvoering en de ronding der Beelden, waar in hy alle zijn Voorzaaten 
overtrof, en aan alle zijne Nakomelingen is gelijk geweest; en die dat geheym verstaat is 
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praise as a bumblebee in spring.?® On the contrary, he was galled with himself and with 
this painting, saying with the same straightforwardness as in the previous case: if the 
grapes were painted naturally enough to deceive the birds, the boy carrying the grapes 
was painted unnaturally since he does not scare them away, as a living creature or even a 
scarecrow would have done. If I had painted the boy as well as the basket, 


(a) As you know, this kind of straightforwardness is as rare among painters as a 
wealthy musician is among the followers of Saint Cecilia. 


| the feathered animals would have been averse from it. We have to add that Zeuxis, not 44 
just being a great painter and a great draughtsman, occupied himself also with mod- 
elling in clay. Antiquity boasted a number of works in that category but they cannot 
have fetched high prices, since these ceramic miracles were all left behind around the 
Gulf of Atra,2” when the Consul Fulvius Nobilior moved the Muses (id est the Arts and 
Sciences) away from there, transferring them to Rome.?® Coming back to Zeuxis’ paint- 
ings, the Romans especially boasted a handful of paintings by this master. The first of 
these was the beautiful Helen he painted for the citizens of Agrigento, highly honoured 
and lauded by the poets in former times.?° The second painting depicted the forest god 
Marsyas, tied to a tree to be dissected by the physician Apollo. It adorned the Temple 
of Concord. The painter Zeuxis died, splitting his sides with laughter about the painted 
image of An old crone. According to the present author, this is a rare cause of death, 
since he assumes that the countenance of an old crone is prone to make a man die of 
weeping, rather than laughing.*° 


Parrhasius 
The painter Parrhasius, who was briefly mentioned above, deserves his own chapter. 
This man from Ephesus chivalrously gave the art of painting a helping hand, stimulat- 
ing her advance with his nice inventions. We have to thank him for his strict use of 
symmetry, id est the right proportions. He also introduced the sprightly movement of 
his wise, beautiful and exalted countenances; the well invented partings of the hairdos; 
and the beauty and distinction of persons and their faces. | To be brief, the great mas- 45 
ters confirmed unanimously that he surpassed all his predecessors and equalled all his 
followers, through the way in which he executed his figures and gave them plasticity. It 


26 The Dutch verb brommen means to hum in a low voice; formerly it also meant: to boast. 

27 Pliny 66: were left behind at Ambracia. 

28 The word consul used to be translated into Dutch as burgemeester: burgomaster, mayor. 

29 Pliny 66 does not mention Agrigentum. He writes: there is at Rome a Helena by Zeuxis, in 
the Porticos of Philippus, and a Marsyas Bound, in the Temple of Concord there. 

30 This anecdote not in Pliny’s text. DD 55 inserts it in square brackets, calling it a fait 
douteux. 
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geen gemeen Schilder. Het is wel waar dat het tekenen der Licghamen een groot Punt 
is, waar by onderscheyde Konstenaaren veel Eer hebben behaalt; doch de Beelden 
te konnen doen losssen, en ronden uyt den grond waar in die zijn geplaatst, en een 
Beeld natuurlijk te konnen vertoonen in alle zijn werkingen, en langs alle kanten op- 
gemaakt, is al iets zeldzaams, waar toe maar weynige Schilders geraaken. Dat soort 
van roem geeven hem Antigonus en Xenocrates, die beyden hebben geschreeven over 
de Schilderkonst ten minsten verdiende hy die getuygenis ten opzichte van zijn Eeuw, 
en dat niet door een soort van toestemming afgeperst door de blijk van de zaak, maar 
door openhartige en vrywillige loftuytingen; en op dien Artykel en op andere zaaken 
hier voorens aangeraakt, als de Evenmeetbaarheden den zwier, Licghaamsstand, en 
de leevendigheyt der uytdrukkingen. En wat was er niet te wachten van een Man, die 
bestiert was geweest door een der wijste der Grieken? Den groote Sokrates die in zijn 
groote Jeugd een Beeldhouwer was, gaf lessen over de Schilderkonst aan dien groote 
Meester; en daar en boven bediende hy zich van die Konst om zijn Medeborgers te 
onderwijzen, en derzelver zeeden te verbeeteren. Plinius zegt dat men noch ten zij- 
nen tijden in zijn tafelboekjes en op zijn perkementen een groot getal tekeningen met 
roodkrijt en met de pen had, waar uyt de jonge Schilders groot licht konden raapen. 
Doch dewijl er niets volmaakt is op deeze weerelt noch in eenig soort, beklaagen 
zich de verstandige | Liefhebbers dat hy het middel der licghaamen te veel heeft ver- 
kleynt na de overeenkomst van de rest, en dat hy zijn Beelden vermaagerde om die zo 
veels te lichter te doen schijnen. Maar veelligt heeft hy dat gedaan ten opzichte van de 
Helden van zijn landstreek, die dagelijks worstelden en liepen als jonge Britten, en ge- 
volglijk zo veel smeer niet overgaarden als een luy, lekker, en lèdig Land-Heer, die van 
den ochtend- tot aan den avondstond eet, drinkt, en slaapt, by wijze van Oefening, en 
geen maatigheyt kend dan die hy zich zelve toemeet uyt Gildefeests schotelen, en uyt 
Confrerijs Bokaalen. Aangaande de andere deelen der Schilderkonst, als by voorbeelt, 
die tot de zeeden en hartstochten behooren, kan hem niemant een uytgestrekten geest 
en een vruchtbaare inbeelding betwisten, als wel eer bleek in zijn Konsttafereelen die 
veel geruchts hebben gemaakt. Zijn Schilderyen zijn natuurlijke Afbeeldingen van het 
Atheens volk, want dewijl hy niets die Natie betreffende wilde overslaan, heeft hy die 
aan den eene kant koppig, toornig, onrechtvaardig, en onstandvastig afgemaalt, en 
aan den andere kant vriendelijk, goedertieren, medeleydzaam, en ter zelve tijd, fier, 
trots, eerzuchtig, woest, en zomtijds laaggezielt, bloo, en na de vlugt hellende, ver- 
beelt. Het beste van al is, dat hy alle die onderscheyde uytdrukkingen verwonderlijk 
wist te bestieren en te verdeelen in verscheyde groepen, en alle beslooten in een stuk. 
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is beyond a common painter to fathom this secret. Drawing bodies is a matter of great 
consequence, admittedly, through which a number of artists won great honour. But 
only a few painters acquire the rare ability to give plasticity to figures, making them 
stand out from the ground against which they are set off; to lend a figure a natural 
appearance in all its actions; to elaborate all its details. This is the kind of honour be- 
stowed upon Parrhasius by Antigonus and Xenocrates, who both wrote on the art of 
painting. Seen in the context of his period, he certainly deserved this credential. His 
critics did not award him this testimonial because the facts compelled them to do so. 
Their sincere and unsolicited words of praise refer to the issues touched upon above, 
such as the proportions, the grace and attitude of his figures, and their lively expres- 
sions. But could not something uncommon be expected from a man who had been 
educated by one of the wisest men of Greece? The great Socrates, who was a sculptor 
in his adolescent years, instructed our great master in the art of painting.*! Actually, 
he used painting to educate his fellow citizens and to improve their customs and man- 
ners. Pliny writes that in his days a great number of Parrhasius’ drawings were still 
around, from which young painters could profit greatly. These were done in red chalk 
or pen and ink on parchment or in sketchbooks.3? But since nothing is perfect in this 
world, well-informed art lovers complain that the painter made the waist of his bod- 
ies too narrow in relation to the whole figure, | attenuating his figures to give them a 46 
lighter appearance.*? Possibly he did so depicting the heroes of his region, who every 
day wrestled and ran races as British youths who, consequently, do not grow as fat as 
a lazy, epicurean and idle landed proprietor. Such a man eats, drinks and sleeps from 
dawn till nightfall. This is his only form of physical exercise; his only abstemiousness 
being to eat and drink from dishes and beakers made for the festivities of guilds and 
confraternities.>+ As far as other aspects of the art of painting are concerned, such as 
relate to customs and manners for instance, nobody can doubt the magnitude of his 
mind and the fertility of his inventiveness. This is evident from the great stir caused by 
his works of art. His paintings are natural depictions of the Athenian people. Because 
he did not want to ignore any aspect of this nation, he depicted them as being stub- 
born, wrathful, unjust and fickle on the one hand. On the other hand he showed them 
as being kind, merciful, compassionate. At the same time they were portrayed as being 
proud, haughty, vainglorious, savage, and sometimes mean, cowardly and ready to fly 


31 Pliny does not say that Socrates was Parrhasius’ master. DD 56 inserts this information in 
square brackets, referring to Xenophon. 

32 Tafelboekje or zakboekje is a small sketchbook for making rapid sketches or written notes; 
its pages could be wiped clean and reused. This expedient was unknown to Pliny who 
writes (68):... pen sketches ... both upon panel and on parchment. 

33 Pliny 68: Parrhasius seems comparatively inferior to himself in giving the proper expression 
to the middle of the middle of the body. 

34 This phrase elaborates a remark, made between square brackets by DD 56. 
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Den schrandere Sokrates, die zo door en door het Volk van Athenen kende, zou die 
onzen Parrhasius niet wel de behulpzaame hand hebben toegestooken in de ’t za- 
menstelling van die Schildery? Wy onderstellen, ja; doch dewijl het geloof vry en een 
gaave des Hemels is, zullen wy niemant die een tegenstrijdig gevoelen beleyd, daar 
over overleveren aan de spaansche Inquisitie. | Ook konterfyte Parrhasius in het by- 
zonder Helden en groote Mannen. Daar was wel eer een Theseus van zyn hand, die 
geplaatst is geweest op het Kapitool. Hy konterfyte ook noch eenen Navarchus in ’t 
harnas, zijnde een zee Kapiteyn die zich toerust tot het gevegt, en tot het enteren; en 
in een ander stuk dat te Rhodes hing, had hy de drie Helden beneffens hun toepasse- 
lijkheden, Meleager, Herkules, en Perseus afgebeelt. Het verwonderlijkste, en dat de 
nieuwsgierigheyt der (a) Virtuosi vermeerderde, was dat de plaats waar in dat tafereel 
beruste, tot driemaal toe door den Donder getroffen wiert, zonder dat die Schildery in 
’t minste was beschadigt. Noch schilderde of konterfyte hy een Aardspriester van de 
Godes Cybele, een Guyt die zo gelieft wiert by den eerlooze Tiberius, dat hy dat stuk 
in zijn Kabinet plaatste, volgens het verhaal van Eculeo een tijdgenoot van Tiberius, 
die ons ter zelver tijd verzekert, dat die Schildery op sestig duyzent (b) Sestertien 
wiert geschat. Daar plagt noch wel een befaamt stuk van hem te zijn, verbeeldende 
een Minnemoer uyt Kreten, welk Eylant toen kon doorgaan voor een kweekstoof van 
diergelijke perzoonen, met twee Zuygelingen aan beyde haar Tetten. Zedert is den 
stapel der Voedsters of Minnemoers verplaatst in Vrankrijk, en inzonderheyt in de 
Luchtstreek van Languedok, een Provintie die ontrent jaarlijks zo veel Voedsters, als 
Vrieslant Koeien uytlévert, welke vruchtbaarheyt de Natuurkundigen aan het dagelijks 
gebruyk der Karstaanien, en aan de onwillige maatigheyt van deszelfs Inboorelingen, 
toeschryven. Noch schilderde hy Philoctetes in zijn 


(a) Ik bedien my van het Italiaans Woord Virtuosi, by gebrek van een beter. 
(b) Dat is volgens zommige Cyfermeesters een Som van 1500 Drie guldens stukken. 


| hol, die het geheel Eylant van Lemnos vervulde en deed wedergalmen door zijn luyde 
zuchten: een Bacchus verzelt met de Deugd, waarschijnlijk om dien dronken God op 
zijn tochten te verzellen, of om daar door te leeren, dat men het gebruyk des Wijns be- 
hoort te maatigen: beneffens twee wonderbaare Kinders, in dewelke men de eenvou- 
digheyt en de gerustheyt, de twee merktêkens van die bejaardheyt, zach doorstraalen: 
en een Priester voor het Altaar, met een jong kerkelijk Bedienaar vergezelschapt, die 
het Wierooksvat droeg, en bekranst was met een Krans van Bloemen. Maar men telt 
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and rout. His greatest merit was his ability to control all these expressions. Since they 
were divided over a number of groups, he could apply all these expressions in one 
composition. Isn’t it probable that the sharp-witted Socrates, who thoroughly under- 
stood the Athenians, gave the painter a helping hand when he was putting this compo- 
sition together? We believe so, but we will surrender nobody with a different opinion 
to the Spanish Inquisition, because belief is free, and a gift of heaven. 
| Parrhasius’ specialty were portraits of heroes and great men. Formerly, there wasa 47 

Theseus by him, that used to be in the Capitol. He also portrayed a certain Navarchus, a 
naval captain wearing his armour, who equipped himself for the battle and for boarding 
the enemy’s ship. In another painting he depicted the three heroes Meleager, Hercules 
and Perseus with their appropriate attributes. This work used to be in Rhodes. It is 
highly amazing that the place where this scene was located was hit by lightning three 
times, without the painting being damaged in the least, which stimulated the curiosity 
of the Virtuosi (a). Furthermore he painted or portrayed an Archpriest of the goddess 
Cybele.35 The infamous Tiberius was so fond of this fellow, that he put this work in his 
painting cabinet. Deculo, a contemporary of the emperor, wrote this and stated also 
that this painting had been estimated at sixty thousand sestertii (b).36 Another famous 
painting by Parrhasius showed a Wet nurse from Crete, breastfeeding two infants from 
both her breasts.?” Formerly, this island could be considered a fostering place for this 
kind of women. Since then the staple of fosterers or wet-nurses has been relocated to 
France, especially to the region of Languedoc. This province is turning out as many 
wet-nurses a year as Friesland produces cows. Physicists attribute this fertility to the 
daily consumption of chestnuts, also blaming the natives of that area for their reluc- 
tance to moderate themselves. Furthermore he painted Philoctetes in his cave, 


(a) Iam using the Italian word Virtuosi, not finding a good alternative. 
(6) Some arithmeticians say this amounts to fifteen hundred coins of three guilders. 


| whose sonorous sighing was heard echoing all over the island of Lemnos.?® He also 48 
made a Bacchus in the company of Virtue, who probably had to escort the intoxicated 
god on his wanderings, or maybe she indicated that wine should be consumed moder- 
ately. Furthermore he painted Two admirable children, characterised by the simplicity 
and peace of mind that are the hallmark of that age. There also is a Priest at the altar, 
attended by a young thurifer with a censer, wearing a wreath of flowers. But the next 


35 Pliny 70: an Archigallus. 

36 Pliny 70: six hundred thousand sesterces. 

37 ‘Pliny 70: a Thracian Nurse, with an infant in her arms. DD 57: avec un nourrisson a chaque 
mammelle. 

38 Pliny 70: a Philiscus. 
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voornaamelijk de volgende twee Konsttafereelen, dewelke noch te zien waaren by het 
leeven van Plinius. Hy had een koppel Hoplititen of Olympiers gemaalt, die gewapent 
om prijs liepen in het Olympisch strijdperk, volgens de speelen van die Eeuw: den 
eerste liep met zo een gewelt dat hy scheen te smelten in het zweet; en den ander 
die zijn loop had geeyndigt, legt de Wapens af, zo ten eynde adem, dat hy naauwlijks 
kan gaapen. Noch wiert er veel werks gemaakt van zijnen geschilderden Eneas, die uyt 
Troyen vlugt, met zijn Vader op de schouders, en met den jongen Askaan aan wien hy 
de andere hand geeft; ook prees men byzonderlijk de twee Broeders Kastor en Pollux in 
eene lyst, de Voorbeelden van de vriendschap en de broederlijke tederheyt; beneffens 
een Telephus, die na dat hy tot er dood toe door de Lans van Achilles was gekwetst, 
geen ander hulpmiddel voor zijn kwaal kon uitvinden als het Yzer roest van die Lans in 
de wonde te strooijen; een ongemeen hulpmiddel waar uyt waarschijnlijk den Apol der 
Zeeuwsche spreekwoorden een bewijsstuk zou durven opwinden, dat het haair van den 
Hond die ons gebeeten heeft op de wonde te leggen, is, ten minste behoorde te ontstaan. 
| Die Konstenaar was waarlijk een verdienstig Man, die gezegent was met geest en met 
uytvoering, maar daar by zo trots en verwaant als een Lucifer voor den val; een oud 
Voorbeelt waar van ons geen hedendaagsche Voorbeelden ontbreeken. Hy gaf vrywil- 
liglijk aan zich zelve de allervleyendste Bynaamen die hy wist te verzinnen, als by voor- 
beelt, die van teder, krachtig, prachtig, zacht, van den uytvoerder dier Konst die afkomstig 
is van Apol, en gebooren om zelve de Goden te konterfyten; en hy voegde er by tot een 
toemaat ten opzichte van zijnen geschilderden Herkules, Dat hy dien Leeuwendwinger 
streek voor streek had gekonterfyt, gelijk als hy zich dikmaals in zijn droom aan hem had 
gelieven te vertoonen. In ’t kort de verwaandheyt had zulke diepe wortels geschooten in 
die hovaardige Ziel, dat de trotsheyt hem zelfs niet verliet in die gevallen waar onder 
hy ootmoediglijk moest bukken. Ja dat liep zo hoog dat toen hy in een Schilderstrijd 
by de meerderheyt van stemmen door Timanthus overwonnen was, in de stad Samos, 
hy de laatdunkendheyt had van zich te troosten in het voorwerp zelve, dat de stoffe 
des Strijds was geweest. Hy had Ajax gemaalt verbittert tegens de Grieken, dewijl die 
de Wapens van Achil hadden toegeweezen aan Ulis. Beschouw, (sprak hy) mynen Held! 
ik ben meer door zijn als door mijn lot geraakt: hy is overwonnen voor de tweede maal, 
en dat door een onwaardig Man. Sokrates was van gevoelen dat Ajax onrechtvaardig- 
lijk was veroordeelt geweest; zijnde de welspreekenheyt by de grieksche Rechters al 
ommers zo zielkneedende, op die tijd, als die naderhant wiert geviert by der romeyn- 
sche Raadsheeren, in de laatere Eeuwen. Elianus verhaalt dat zelve geval, doch met 
eenige verandering in de Klaaglieders. Ik (sprak den Schilder) bekreun me niet dat ik 
overwonnen ben, maar het spyt me | tot in myn Ziel dat den zoon van Telamon noch eens 
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two works of art, that still were around in Pliny’s days, were held in esteem especially. 
Parrhasius painted two Hoplites in full armour, or Olympians, who ran a race in the 
Olympian arena conform to the rules of the games. The first one ran so vigorously 
that he seemed to melt down in sweat, and the second man, who was disarming after 
having passed the finish, was so out of breath that he could barely open his mouth. 
Parrhasius’ Eneas taking flight from Troy, bearing his father on his back and holding 
the boy Ascanus by the hand, was highly regarded. And the composition with the two 
brothers Castor and Pollux in one frame, these examples of friendship and brother- 
ly love, was especially lauded.39 Moreover he painted a Telephus who, being fatally 
wounded by Achilles’ lance, could think of no better treatment for his ailing than to 
sprinkle iron rust on his wound.*® This is an uncommon remedy that the Apollo of 
Zealand proverbs probably would have construed into a proof that the expression 
put hair of the dog that bit you on your wound originated or should have originated in 
Greece. 
| This artist was a man of merits, blessed with inventiveness and craftsmanship, 49 

but he was so haughty and conceited as a second Lucifer before the fall of the angels. 
This ancient example is not without present-day parallels. He chose to apply the most 
flattering epithets he could think of to himself and his work, e.g.: delicate; with in- 
tense colours; glorious; tender; made by the practitioner of the art that emanates from 
Apollo; the man who was born to portray the gods.4? Outdoing himself, he said about 
his Hercules that every brushstroke of his portrait of the lion-slayer was exactly as he 
had seen the hero in his dreams, who had chosen to appear to him frequently. To put it 
shortly, his conceitedness had taken such deep roots in his haughty soul that his pride 
did not even leave him in situations in which he humbly should have bowed his head. 
When a majority of votes in the town of Samos decided that Timanthes had defeated 
Parrhasius in a painting competition, in his pride he went so far as to console himself 
haughtily by referring to the subject matter of the competition. His subject was Ajax, 
who was galled against the Greeks when they adjudged Achilles’ weaponry to Ulysses. 
Look at my hero, he said. His fate moves me more than my own; this is the second time 
he was defeated, and now by an unworthy man. In Socrates’ opinion, Ajax was judged 
unjustly because, in that period, the eloquence of the Greek judges was stirring up 
emotions in exactly the same way as it was cultivated in later ages by the Roman coun- 
cillors. In his Lamentations Elianus recounts the same event somewhat differently.** 
I don’t mind being defeated, the painter said, | but I deeply regret the fact that Telamon’s 50 


39 Pliny 71: his Aeneas, Castor and Pollux, all represented in the same picture, are highly 
praised. 

40 Pliny 71: his Telephus (was) also (highly praised), and his Achilles, Agamenon, and Ulysses. 

41 JCw refers to Tuinman; the proverb means: one should drink to cure a hangover. 

42 Pliny 71: it was a boast with him that he had sprung from the lineage of Apollo. 

43 DD 58 (note). 
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wort verongelijkt in zijn Konterfytsel, gelijk als hy wel eer in zijn Persoon wiert verongelijkt 
by zyn onrechtvaardige Rechters. Maar dat is ’t noch niet al, want behalve dat hy zo 
trots was als een ongegoed Koerlands Her Baron, ordonneerde en schilderde hy met 
het penseel zulke geyle en groove tafereelen, als eertijds den schelmse Boitard, en den 
verfoeielijke Romeyn de Hooghe met de pen en met de Etsnaalde voor den dag brogten, 
welke verderflijke Prenten een Blaasius Atlas Kaartverkooper noch laat kopieeren, en 
loopt debiteeren. Van dat slag had hy een Atalante en Meleager gepenseelt, een der 
alderoneerlijkste Konststukken die ooit het Kabinet van een Heliogobaal besloegen, 
welke Schildery aan den Keyzer Tiberius wiert gemaakt, met dit besluytsel, dat zo hy 
mogt komen te ergeren aan het Voorwerp, (daar was hy den Man na!) het hem vry stont 
van daar voor te ontfangen een Millioen Sestertien, dat is, by en ontrent, vyf en twin- 
tig duyzent zilvere Dukatonnen; doch hoe gierig die oude Dief ook was, echter gaf hy 
den voorrang aan dat bordeelstukje boven het geld, en dat meer is, hy gaf het de beste 
plaats in zijn begonstigt Aretijns Kabinet. 


Tijdgenoten van Zeuxis en Parrhasius 
Wat Thimanthus aangaat, daar van dienen wy ook iets te zeggen, dewijl hy een Fenix 
van die tijden is geweest. Onder veele andere Konststukken schilderde hy een Iphigenia, 
dewelke alzo zeer wiert uytgetrompet door de in die Eeuwen brommende Dichters en 
luydschreeuwende Redenaaren, als by ons leven het stukje van Loth en zijn Dochters, 
gemaakt by den Ridder van der Werf, is uytgebazuynt geworden, by de konstlieven- 
de Rotterdamsche Konstkenners en Konstinkoopers. Ook moet men bekennen dat 
dat Tafereel een meesterstuk was, volgens Plinius, onze zeghman. Hy had Iphigenia 
| verbeelt staande recht overend voor het Altaar, als een jonge onschuldige Princes 
betaamt, de welke staat om tot ’s Lands Heyl te worden opgeoffert, omringt door haar 
Bloedvrienden, deerlijk door dat Schouwspel verslaagen, en voornaamelijk haar Oom. 
Men zogt na ’s Vaders aangezicht, maar den Schilder, die geen trekken meer overig 
had om die bystere droefheyt uyt te drukken, had zijn oogen met een kleed bedekt, als 
om zijn traanen te ontvangen, en voor den aanschouwer de vaderlijke ontsteltenis te 
verbergen, zijnde geen Konstpenseelen machtig die onuytspreekelijke droefheyt uyt te 
drukken. De Dichters, de Orateuren, de Schilders, en de Historieschryvers hebben dat 
voorbeelt naderhant nagevolgt. De Predikanten der Roomschgezinden, en derzelver 
Geestelijken, bedienen zich noch hedensdaags van die uytvinding des Schilders; en 
den Sluijer van Timanthus heeft in een zeker tafereel gedient om de droefheyt te verber- 
gen van Abraham in zijn Zoons Offerhande. De Aloudheyt bezat noch eenige heerlijke 
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son is once more wronged in his portrait, just as he once was wronged in person by his 
unjust judges. But there is more. He was not just as conceited as a landless Courlandish 
baron, but he composed and painted such unchaste and uncouth scenes as once were 
produced by the pen and the etching needle of the roguish Boitard and the despicable 
Romeyn de Hooghe.** These prints are still copied and offered for sale on a daily basis 
by a certain Blaasius Atlas, merchant of geographical maps.* In this category he paint- 
ed a Meleager and Atalante, one of the most offending works of art and fit for the cabi- 
net of paintings of someone as Heliogabalus. This painting was donated to Emperor 
Tiberius on the condition that he could sell it off, whenever he began to take offence 
of the subject (as if he was that kind of man) for a million sestertii. This amounts to 
some twenty-five thousand silver ducatoons. Tiberius may have been a miser, but the 
old thief preferred this brothel scene to the money. He even gave it the place of honour 
in his favourite Aretinian cabinet of paintings.*6 


Contemporaries of Zeuxis and Parrhasius 
Timanthes, whom we mentioned above, also deserves our attention, since he was a 
phoenix of his period. Among many other works of art, he painted an Iphigenia that 
was trumpeted forth by the bragging poets and the vociferous eulogists of those days, 
no less than the art loving connoisseurs and art dealers from Rotterdam did to the 
painting with Loth and his daughters by the knighted Van der Werff.#7 According to 
Pliny, our informant, Timanthes’ scene has to be acknowledged as a master piece. His 
Iphigenia was standing upright in front of the altar, | as could be expected froma young 51 
and innocent princess who is about to be sacrificed for the salvation of her country. 
She was surrounded by her relatives who were deeply distressed by the spectacle, her 
uncle in the first place. The spectators looked for the countenance of the father but 
the painter, having exhausted his means for expressing this bewildering sadness, had 
covered this man’s eyes with a drapery to absorb his tears and to hide the paternal 
sadness, because no artist's brush was capable to express this unspeakable sorrow.*® 
Later poets, orators, painters and historians emulated this example. Even in our time, 
Roman Catholic preachers and clergymen make use of his invention, and Timanthes’ 


44 Onhis work and reputation, see: Van Nierop. 

45 Dr. Huigen Leeflang, Rijksprentenkabinet, Amsterdam, kindly informed me that the 
name of Blaasius Atlas does not occur in the collections and files of the Prentenkabinet. 
Weyerman may have made up this name. No trace can be found of De Hooghe's erotic 
prints. See: Van Nierop. 

46 Pliny 72: he painted also some smaller pictures of an immodest nature. DD 59 elaborates 
this, referring to Suetonius. 

47 ~A.vander Werff, Lot and his Daughters, Saint Petersburg, Hermitage, panel. 44,5 x 34,5 cm. 

48 The Dutch word trekken means facial traits, but also lines as made by a draughtsman or 
painter. I chose for the second option: lines > means to express. 
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Konststukken van dien schilder, in dewelke men de vruchtbaarheyt zijns geests en een 
behulpzaame vinding zag doorstraalen; gelijk als by voorbeelt dien slaapende Cykloop, 
afgemaalt op een kleyn panneel, rondom welke Reus hy eenige kleyne Boschgoodjes 
of Kaboutermannekes had gemaalt, die met hun bladerstokjes de maat naamen van 
zijn duym, waar door men uyt de kleynheyt dier knaapen, de kracht en de groote des 
Cykloops maklijk kon opmaaken. Ten laatsten, hy was een Schilder, of hy was genoeg- 
zaam den eenigste Schilder, die in alle zijn werken meer verstant als arbeyd dee blij- 
ken, en min sprak dan hy gaf te denken; en alhoewel er veel geest en vaerdigheyd in 
zijn penseel doorblonk, echter vervatten zijn konststukken oneyndiglijk meer verstant 
als bekwaamheyt, en een mindere | handgreep als een geestrijke vinding. Noch was er 
ten tijde van Plinius een held te zien van dien Schilder, een volmaakt Konststuk in zijn 
soort, waar in hy zichtbaarlijk zijn bekwaamheyt dee blijken in het natuurlijk uytdruk- 
ken van groote Mannen, gelijk als andere Schilders de kneep hadden, en noch hebben 
in het konterfijten van schoone Vrouwen. De Konterfytsels der Mannen zijn wel zo 
goed van P. P. Rubens als de Vrouwen, en A. van Dijk in tegendeel munte uyt in het por- 
tretteeren van de Vrouwen. De twee beruchte fransche Konterfyters, Messieurs Rigaut 
en Largilliere, hebben insgeijks uytgemunt den eerste in Mannen- en den tweede in 
Vrouwen-tronien, en Largilliere had de konst boven al fix om de Dames te coiffeeren, te 
kleeden, en op te traalien, trots een fransche Kamenier die dartig Meymaanden heeft 
zien uytloopen in de Kamerdienst van een Sodiak van Coquettes. 

Op die tijd dat Timanthus en Parrhasius bloeiden, waaren er ook noch ande- 
re Schilders in Griekenland, dewelke wel een grooten naam hadden, doch echter 
meer berucht geworden zijn door hun Discipelen, als door hun eyge werken. Als by 
voorbeelt, daar was een Euxenidas en een Eupompus, den eerste is den Meester van 
Aristides, en den tweede van Pamphilus geweest, welke laatste zijn konst mededeelde 
aan Apelles. Van den eerste weet Plinius niet veel na te vertellen, maar daar was by zijn 
tijd een stuk van Eupompus bekent, zijnde een overwinnent Worstelaar, die tot een be- 
wijs van zijn triomf den Palmtak in de hand voerde. Den Beeldhouwer Lyssipus vroeg 
eenmaal aan Eupompus, wie dat onder andere den Konstenaar was, die hy zich tot een 
model had voorgeschikt? waar op hy hem een groote meenigte van alderhande zoort 
van Volk aanwees, zeggende; Men behoort de Natuur te volgen, en niet den Konstenaar. 
Die | Schilder had zo veel gezag en geloof in Griekenlant, dat hy de Schilderkonst ver- 
deelde in drie soorten, of in drie soorten van Schoolen, gelijk als men zegt, alhoewel er 
te vooren maar twee schoolen waaren, te weeten de Grieksche en de Asiatische; maar 
hem ten gevallen, en dewijl hy een Sicyonier was, wiert de tweede schoole afgedankt 
en de eerste in drien verdeelt, dewelke men naderhant heeft behouden, namelijk de 
Jonische, de Sicyonische, en de Atheensche Schoole. 

Pamphilus den leermeester van den groote Apelles, heeft verscheyde beruchte en 
welgewilde stukken nagelaaten. Het Bondgenootschap der Grieken, en de Bataille van 
Philius, thans Phoica genaamt, waar van ons Xenophon de omstandigheden beschrijft 
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veil was once used to hide the father’s sadness in a scene with Abraham sacrificing 
his son.*® In ancient times, there were more glorious works of art by this painter in 
which his fertile mind, supported by his inventiveness, was apparent. One of these was 
a Sleeping Cyclops, painted on a small panel. The giant was surrounded by a number of 
small satyrs or dwarfs measuring his thumb with their little stalks, which clearly indi- 
cated the minuteness of these fellows and the strength and magnitude of the Cyclops. 
More importantly, he was a painter, or nearly the only painter, who showed more wit 
than labour in his creations, stimulating others to thought rather than talking him- 
self. His brushwork was characterised by his wit and proficiency, but his works of art 
depended far more on intelligence than craftsmanship and less on dexterity than on 
witty creativity. | In Pliny’s time, there was also a Hero by Timanthes, a perfect work of 
art in its kind, clearly manifesting his ability to characterise great men, just as other 52 
painters, then and now, had or have a knack for the depiction of beautiful women. The 
portraits of men by Peter Paul Rubens are certainly as good as his women, whereas 
Anthony van Dyck excelled in the portrayal of women. Of the two famous French por- 
trait painters Rigaud and Largilliere the first mentioned excelled in the countenances 
of men, the second in female faces. Largilliere knew very well how to flatter the ladies 
with their hairdo, their clothes and their fineries, no less than a French parlormaid, 
who saw the arrival of thirty months of May in the service of a zodiac of coquettes. 

When Timanthes and Parrhasius were in their prime, there were other painters of 
great renown in Greece, who were more famous for their pupils than because of their 
own works. Euxinidas and Eupompus, for example, were the master of Aristides and 
Pamphilus respectively, the last of these handing on his art to Apelles. Pliny does not 
give much information on the first mentioned, but he does know that in his days there 
was a Victorious Wrestler by Eupompus, holding a palm branch as a token of his tri- 
umph. The sculptor Lysippus once asked Eupompus which artist he had chosen as his 
example. By way of answer he pointed at a large crowd of different people, saying: one 
should follow nature, not an artist. | The authority and influence of Eupompus were so 53 
great that he could divide the art of painting in Greece into three categories or schools, 
as the expression goes, although there used to be only two: the Greek and the Asian 
school. In deference to him and because of his origin from Sicyon the Asian school was 
done away with and the Greek school was split in three: the Ionian, the Sicyon and the 
Athenian school, a division that was maintained afterward. 

Pamphilus, the master of the great Apelles, left a number of famous and popular 
works behind, to wit: the Confederation of the Greeks; the Battle of Philius, present- 
ly called Phoica, the details of which are related in Xenophon's seventh book;°® the 


49  Jjcw found the information about Timanhes’ later followers in DD 60 where the maker of 
the Abraham painting is not identified. 
50 _ Pliny 76 (note 34): it seems to be quite unknown to what events Pliny here alludes. 
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in zijn zevende boek; de vermaarde (a) Overwinning der Atheniensers tegens de 
Persen; en een Ulysses op een Sloep, die zijn afscheyt neemt van de Godin Calipso. Die 
Pamphilus was een Macedonier, een Volk dat meer met den degen als met het penseel 
speelde, en echter is hy den eerste geweest die de geleerdheyt ’t zamenpaarde met de 
Schilderkonst, wy verstaan daar mee een onbepaalde en een algemeene geleerdheyt, 
zo ver als die wort vereyscht om den geest eens Schilders te voeden en op te heffen. 
Maar onder andere beminde hy de Wiskunde, en byzonderlijk van de Rekenkunde en 
van de Landmeetkunde, met veel ernst beweerende, dat het onmogelijk was om zon- 
der dat behulp de Schilderkonst tot de volmaaktheyt te brengen. De Meesters en de 
Kenners die het fyne van die konst verstaan, beleyden alle die waarheyt; want alles 
moet tegengewikt worden door de Schilderkonst, zonder dat men de Natuur komt te 
prangen. Een Schildery is ons een Eenstemmigheyt in Muzijk, en die dat niet kend, 


(a) Waarschijnlijk die van Marathon, een van de heerlijkste en vermaardste Over- 


winningen. 


| moet het zien te leeren. Nu is het maklijk om te begrijpen dat zo een Man de Konst 
vereerde, niet onteerde. Hy nam geene Discipel minder aan voor een bestemde tijd 
van jaaren, dan voor een som van tien Talenten, bedraagende na onze rekening 
achtien a twintig duyzent guldens; en voor die som en ook voor geen duyt minder 
wierden Melanthus en Apelles aangenomen als Discipelen of Leerjongens. Hier door 
beoogde hy twee zaaken; voor eerst door het lang houden van zijn Discipelen, kwa- 
men geene als braave Meesters uyt zijn handen, gewapent voor alle de deelen der 
Schilderkonst, die geen kleyn getal uytmaaken; en elders door zich wel te doen be- 
taalen, verwijderde hy van die Konst Jan rap en zijn maat, en hy behielt den luyster 
der Schilderkonst. Kortom ’t gelukte dien groote Man zo wel, dat hy eerst te Sicyone 
en naderhant door heel Griekenlant een soort van een hooge School oprechte, waar 
in de welgeboore kinders, dewelke eenige neyging gevoelden voor de Schilderkonst, 
de beginselen der Tekenkonst moesten leeren, op boxboome tafelboekjes, zijnde die 
tafelboekjes beyde gemaklijk en profytelijk, in een Eeuw waar in het papier noch te 
zoeken was. Doch, gelijk als wy reeds hebben gezegt, men ontfong aldaar maar alleen- 
lijk vry geboore Jongelingen, om die reden hier voorens aangehaalt, zo dat door zijn 
toedoen de Schilderkonst toenam in eer en in luyster, en voortaan aan het hoofd der 
vrye konsten wiert ontfangen, als zijnde derzelver Moeder en Bestierdster. En waarlijk 
de Schilderkonst was reeds altijds geeert geweest by de beschaafde Volken; in den be- 
ginne hadden de vrije Perzoonen die geoefent; en vervolgens de luyden van geboorte 
en van aanzien; doch bevreest dat die konst al te gemeen mocht worden in tijd en 
wijle, verkreeg hy van de Staaten van Griekenland een gestreng | verbod, dat ronduyt 
de oefening van de Schilderkonst verbood aan de Slaaven en aan de Huysgenooten, 
Kamerdienaars of Laqueyen. De tijden zijn ’t zedert die Eeuw verslimmert, niet 
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well-known Victory of the Athenians over the Persians (a); and Ulysses sitting in a boat, 
bidding farewell to the goddess Calypso. This Pamphilus was a Macedonian, a nation 
more used to wielding swords than brushes. All the same he was the first who inte- 
grated learning with the art of painting, id est so much unrestricted and general learn- 
ing as is essential for nurturing and elevating a painter’s mind. Among other subjects, 
he was an adept of mathematics and especially of arithmetic and geodesy, stating in 
full earnest that the art of painting would remain imperfect without their support. 
All artists and connoisseurs, who know the ins and outs of this art, confirm this truth, 
since everything has to be checked against the art of painting, but Nature should not 
be stifled. We think that a painting offers harmony, as in music, and whoever does not 
comprehend this, should try and grasp it. 


(a) Probably the victory at Marathon, one of the most glorious and most famous 
triumphs. 


| It is evident that a man like Pamphilus venerated art as opposed to disgracing it. 54 
He took on disciples for a fixed number of years, charging them no less than ten tal- 
ents, the equivalent of some eighteen to twenty thousand guilders. For this amount 
and no doit less, Melanthius and Apelles were accepted as disciples or apprentices. 
Thus Pamphilus aimed at two results: by keeping his disciples for a long time, he only 
fostered meritorious masters who were equipped for all the many parts of the art of 
painting; and secondly, by asking a good payment he deterred the rabble from this 
art, safeguarding the glory of the art of painting.” All in all, this great man was so 
successful that he could set up a kind of art academies, the first in Sicyon, later fol- 
lowed by other schools all over Greece. Here children from good families, who felt 
attracted somehow to the art of painting, had to learn the basics of the art of drawing, 
working on booklets of boxwood, because these drawing books were convenient and 
useful in a period when paper was still unknown.* As we said before, for the reasons 
given above these schools only accepted young men who were born free. This decree 
by Pamphilus heightened the honour and glory of the art of painting and from then on 
she was placed at the head of the liberal arts as their mother and regent. As a matter 
of fact, the art of painting had always been honoured by civilized peoples. Initially, it 
was practiced by free born people and later on by respectable persons of good families. 
But Pamphilus, fearing that this art might become too common in the course of time, 
stimulated the General States of Greece to issue an interdict on practicing the art of 
painting by slaves, domestic servants, valets or footmen. | Since then, the situation 55 


51 Pamphilus’ reasons for asking so much are given by DD 61 in square brackets. 
52 _ Tafelboekje or zakboekje is a small sketchbook for making rapid sketches or written notes; 
its pages could be wiped clean and reused. 
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verbetert, ook zwirrelt en zwarrelt het hedensdaags zo vreeslijk van laaggeboore, zo 
wel als van laaggezielde Schilders, dat een fatsoenlijk Man zijn adem niet kan schep- 
pen op de Vrydags-Markt van Antwerpen, op de Conventgardens bloemmarkt buyten 
Londen, en in de Faros bierhuyzen binnen Brussel, ten zy hy een dozijn van die Sint 
Lukas Trosboeven onder de voet komt te loopen. 

Men plaatst noch in de hondert en zevende Olypiade eenige vermaarde Schilders, 
als een zekere Echion en een Timomachus. By het leeven van Plinius was er noch van 
Echion een Bacchus te zien; een Treurtoneel, en een geschildert Blyspel; een Semiramis, 
die van een Dienstmeysje of Bijzit, gelijk als zy was, het middel vond om een Koningin 
te worden, en den Troon van Ninus te beklimmen; noch een oud wijf dat een lamp 
in de hand had gevat; beneffens een jonge getrouwde Vrouw, een Konterfytsel dat al- 
toos doorsteekt door haar medgezellinnen, door een zekere onvervalschte en oprechte 
schaamte, dewelke doorstraalt door alle haar bekoorlijkheden. 


Apelles 

Maar eyndelijk verscheen in de hondert en twaalfde Olympiade, den onvergelijkelijken 
Apelles, geboortig van het Eylant Co, als een helder gestarnt aan den Hemel der 
Schilderkonst, een Konstenaar die alle de voorgaande Schilders en zijn Tijdgenooten 
overtrof, en mogelijk de Nakomelingen heeft overtroffen. Hy heeft de eer gehad van 
alleen de Schilderkonst tot een hooger top van volmaaktheyt te brengen, als alle zijn 
Voorzaaten te zamen hebben gedaan. Want niet vergenoegt van zo bovenmensche- 
lijk het penseel gehandelt, en met zijn | voorbeelt te hebben geleert, nam hy noch de 
pen in de vuyst, als een geleert en geestrijk Man gelijk als hy was, om ons de hoofd- 
geheymen van zijn konst te ontdekken, heeft hy drie boekdeelen opgestelt, waar van 
zich Plinius konstiglijk heeft bedient in dat gedeelte van zijn Natuurkundige historie. 
Het is geen gemeen jammer die die boeken zijn ’t zoek geraakt in de Schipbraak der 
Oudheyt, gelijk als de meeste oude boeken, waar in figuuren vervat waaren, en dat 
door de vadzigheyt der Monniken, die liever die met de hand geschreevene boeken 
kopieerden, in dewelke zy niet behoefden te tékenen. 

Dat deel van de Schilderkonst dat de Kenners de Bevalligheyt of een aardigen Zwier 
noemen, was eygen aan zijn penseel, hy had een zeker iets dat los, groots, en echter 
zacht was, dat het Hart raakte en de Ziel verheugde; een Artijkel waar op hem zijn 
tijdgenooten niet konden naloopen, ik laat staan voorby rennen. Want als wanneer 
hy hun Konststukken prees en in het byzonder ontleede, vervolgens de onderschey- 
de deelen van de Schilderkonst, besloot hy doorgaans zijn aanmerkingen met deeze 
woorden, Dat er niet aan ontbraak als de eenige bevalligheyt, gelijk als de Grieksche, 
of zyn eenige Venus, gelijk als de Latijnen zich uytdrukken: en hy voegde er by, Dat 
zyn Konstgenooten of Mededingers, hem waarlyk overtroffen in alle andere deelen; maar 
dat ten opzichte van de Bevalligheyt, dezelve hem eygen was, en niemant hem ligtelyk 
dien Palmtak kon betwisten. Hy had gelijk van zich op dat Talent, dat niet te verkrijgen 
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deteriorated rather than improved. Presently, the world swarms and crawls with 
people of low birth and also with pedestrian painters, so much so that a decent man 
cannot take a breath of fresh air in Antwerp’s Friday open-air market, in the Covent 
Garden flower market outside London, or the Brussels inns serving faro beer, without 
colliding with a dozen of these rogue camp-followers of Saint Luke's army. 

In the hundred seventh Olympiad there were some more renowned painters, such 
as a certain Aétion and a Therimachus. In Pliny’s days there still existed a Bacchus by 
Aétion, a tragic scene, and a painted comedy.*? Also a Semiramis, a maid or concubine 
who found a way to become a queen, ascending Ninus’ throne. Furthermore, an Old 
crone holding a lamp, and also a Young bride. Such a portrait will always catch the eye, 
because of a certain unfeigned and honest shame that is apparent in all her charms 
when one compares the bride to her companions. 


Apelles 

But at last, in the hundred twelfth Olympiad, the incomparable Apelles, born on the 
island of Cos, appeared as a bright constellation in the firmament of the art of paint- 
ing, an artist who surpassed all his predecessors and contemporaries and possibly even 
his descendants. He was honoured for singlehandedly elevating the art of painting to a 
higher summit of perfection than all his predecessors had done collectively. Not being 
satisfied with having given an instructive example through the superhuman way in 
which he had wielded the brush, | he took up the pen to reveal the main secrets of his 56 
art. Being a learned and intelligent person, he composed three volumes, cleverly used 
by Pliny in his Naturalis Historia, in the chapters on art. It is a tremendous disaster that 
these books went lost in the shipwreck of Antiquity, together with most old illustrated 
books, the cause being the indolence of the monks who preferred to copy handwritten 
books without having to insert drawings. 

The aspect of the art of painting, called by connoisseurs grace or elegance, was 
part and parcel of Apelles’ brush. He had a certain je ne sais quoi that was free and 
easy, grand and tender at the same time, touching the heart and rejoicing the soul. 
In this respect his contemporaries could not equal him, let alone surpass him. When 
he praised their works of art and analysed these in detail, proceeding from the differ- 
ent parts of the art of painting, he mostly concluded his comments by saying that it 
lacked nothing apart from true grace, as the Greeks call it, or the true Venus, as the 
Romans express themselves. He added that his colleagues or competitors had surpassed 
him in every aspect, save grace, this quality being inherent in his work and, consequently, 
it would be hard for any contestant to wrest this palm of honour from his hands. Apelles 
rightly placed himself above his contemporaries, since this talent cannot be acquired 


53 Pliny 78: a Tragedy and Comedy, which probably was a two-figured allegory. DD 62: une 
Scene Tragique, & une Scene de Comédie. 
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is door dag en nacht te studeeren, te verheffen boven de Schilders zijn tijdgenooten. 
Protogenes was wel den eenigste van zijn Mededingers, die eeniger maate met hem 
kon in aanzien komen, op het kapittel van de Konst, en daarom dee hy Apelles van de 
Konstkenners zijn | Oppermacht blijken over dien Schilder van Rhodes. Hy zag op een 
zekere tijd een tafereel van dien Meester, dat heerlijk geschildert, en met een oneyndi- 
gen arbeyt en oplettendheyt was uytgevoert, (mogelijk met al te veel yver, gelijk als de 
stukken van Slingelant, van der Werf, en meer andere stipte Schilders) waar over hy zich 
aldus uytdrukte; Protogenes en ik (sprak hy) bezitten ten naasten by op een zelfde hoogte, 
de onderscheyde gedeeltens der Schilderkonst, en mogelyk dat hy vry dieper in zommige 
zaaken ziet als ik, al het welke ik hem wil toegeeven. Maar in eene zaak speel ik over hem 
den baas, en die is, hy weet niet wanneer hy het penseel moet neerleggen. Opmerkelijke 
woorden, waar uyt wy deeze stelling van de alderhoogste nootzaakelijkheyt konnen 
afleyden, Dat er niets schadelyker is voor onze werken, als een al te strenge naauw- 
keurigheyt, en om ons uyt te drukken, al te gepynt. Maar zo Apelles aan den eene kant een 
ongemeene bekwaamheyt in de Schilderkonst, en zeer veel openhartigheyt had om 
zijn eygen verdienst te erkennen, aan den andere kant betuygde en betoonde hy geen 
mindere oprechtigheyt en Oordeel, in zich over eens anders verdiensten uyt te druk- 
ken, zelfs over eenige punten waar in hy zijn minderheyt bekende. Want hy bekende 
ter goeder trouwe, dat Amphion hem overtrof in de Oronnantie; en dat Asclepiodorus 
zijn Meester was, zo ten opzichte der algemeene als byzondere Evenmaatigheden; ge- 
lijk als hy reeds had bekent dat Protogenes hem te boven ging in andere deelen. 

Maar a propo van Protogenes, zullen wy niet eens vertellen op wat wijze die twee 
groote Schilders malkanderen kwamen te kennen, en een wederzijdsche vriendschap 
op te rechten, zo veel te prijslijker dewijl een oprechte vriendschap zo raar is tusschen 
persoonen van de | eerste verdienste, en die om strijd in dezelve loopbaan rennen? Die 
historie is al te aardig om alhier geen plaats te hebben. 

Protogenes woonde te Rhodes, aan en by Apelles bekent alleenlijk door de acht- 
baarheyt van zijn naam, en by den roem van zijn Schilderyen. Met een woord hy 
hoorde zo voordeeliglijk van hem getuygen, dat hy lust kreeg om den perzoon en het 
werk, waar van zo veel goeds wiert gesprooken, eens te gaan bezoeken. Hy ging dan 
na Rhodes scheep, belande aldaar, en liep aanstonds na Protegenes. Maar hy vond er 
niet als een oud wijf, een bedaagde huyshoudster om geen opspraak te verwekken, 
of om geen onechte Kuykens uyt te broeden, welk Spook zijn Schilderkamer bewaar- 
de, waar op hy een stuk op den ezel ziende staan, dat noch onbeschildert was, vroeg 
hy; Waar is Protogenes? De rijpe Huyshoudster die hem niet kende, andwoorde; Die 
is eens uytgegaan, maar zyt zo goed van uw naam te laaten, op dat myn Heer mag wee- 
ten wie na hem heeft getaalt. Daar heb je myn naam herhaalde Apelles, en een van de 
penseelen opneemende, met een weynig verf, tékende hy op dat zuyver panneel den 
eersten omtrek van een Beeld met een groote naauwkeurigheyt, en vertrok. Korts daar 
aan kwam Protogenes in huys en de Gouvernante verhaalde hem dat geval, en toonde 
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by studying night and day. Protogenes was the only competitor who, to a certain de- 
gree, could equal his standing as an artist and therefore Apelles made the connois- 
seurs feel his superiority over the painter from Rhodes. | When seeing a work from this 57 
master that was gloriously painted and executed with an unlimited labour and dedica- 
tion (maybe with too much diligence as is the case with works by Van Slingelandt, Van 
der Werff and other punctual painters), he expressed himself in the following way: 
Protogenes and I more or less reached the same level in the different parts of the art of 
painting and I am prepared to admit that his understanding of some matters is possibly 
better than mine. But in one respect I outdo him, to wit: he does not know when to put 
down his brush. From these noteworthy words we deduce a statement that is absolutely 
irrefutable: nothing is more detrimental for our works than a precision that is too strict or, 
to be clear, too strained. On the one hand, Apelles had great abilities in the art of paint- 
ing and he was straightforward in estimating his own merits but, on the other hand, he 
showed the same discernment and sincerity when speaking of the merits of someone 
else, admitting even that he had been surpassed in certain issues. He honestly admit- 
ted that Melanthius* beat him in designing compositions, and that Asclepiodorus was 
his superior in symmetry and bodily proportions, just as he had confessed earlier that 
Protogenes outdid him in certain other aspects. 

Speaking of Protogenes, we ought to relate in which way these two great painters 
got to know each other, striking up a mutual friendship. A real friendship between per- 
sons of the greatest merit who are competing in the same racing-track being extremely 
rare, this relation was all the more laudable. | This story is too nice to be omitted here. 58 

Protogenes lived in Rhodes and Apelles only knew about his good reputation and 
the fame of his paintings. To be brief, what he heard about him was so favourable, 
that he wanted to go and visit the man and see his work, that was spoken of in such a 
positive way. He sailed to Rhodes and after his arrival immediately went to Protogenes. 
But he found nobody but an old crone, an elderly housekeeper, keeping watch over his 
studio. This fright was there to prevent gossip and to avoid the risk of raising bastards. 
In the studio she watched over, Apelles saw a panel sitting on the easel, that still was 
untouched. He asked: where is Protogenes? The mature housekeeper, who did not know 
him, answered: He left the house, but if you would please be kind enough to put down your 
name, he will understand who asked for him. Apelles replied: here is my name, took a 
brush and some paint and very precisely drew the first contour of a figure on the un- 
touched panel. Thereupon he left. Not much later, when Protogenes came back home, 
his house-steward told what had happened, showing him the panel. Seeing this excel- 
lent drawing, he reportedly went into ecstasy. Without enlisting a clairvoyant he could 
guess who had been this draughtsman. It was Apelles who did this, he exclaimed, no one 


54 JCW: Amphion. 
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hem het panneel, waar op hy, zo men zegt, in een verrukking van zinnen viel, op het 
zien van die keurlijke Tékening. Maar hy behoefde na geen Waarzegster te loopen om 
dien panneelschryver te raaden. Dat heeft Apelles gedaan, (riep hy uyt) want daar leeft 
geen mensch als hy die in staat is om zo een grootsche Tékening ter neer te stellen! Fluks 
greep hy, door een adelijke spijt genoopt, een penseel op met een andere koleur, en hy 
streefde om noch een toon hooger te kraaien als zijn | Mededinger, en tékende op dien 
Omtrek noch andere Omtrekken, veel netter en naauwkeuriger dan die van Apelles; 
en daar op beval hy aan zijn Huysbewaarster, dat als dien Schilder wederkeerde, zy 
hem niet anders had te vertoonen als die Omtrekken, en hem te zelver tijd te zeggen; 
Zie daar is den Man die ghy komt bezoeken. De zaak viel zo uyt, en het bejaart Gespens 
vertoonde aan Apelles de Tékening van Protogenes, waar op hy zich ziende overkraait 
in de eerste beginselen van de Schilderkonst, het penseel weer opnam, met een weynig 
verf, maar van een andere koleur, en hy schetste zulke verstandige en verwonderlijke 
Omtrekken tusschen de twee voorgaande Tékeningen, dat hy genoegzaam het uyterste 
vermoogen van de Schilderkonst uytputte. Protogenes wedergekeert zijnde, en dien 
laatste Omtrek ziende, gilde hy uyt, Ik ben overwonnen, en ik gaa mynen Overwinnaar 
verwelkomen. Op dat ogenblik vloog hy na de haven, alwaar hy zijn Medeminnaar ge- 
vonden, en een onverbreekelijke vriendschap opgerecht hebbende, wiert er tusschen 
hun beyden beslooten, dat zy dat panneel waar op zy om den Palmtak hadden ge- 
streeden, aan de Nakomelingen zouden nalaaten, zo als het was, zonder er meer aan 
te raaken; wel voorziende, gelijk als ’t ook gebeurde, dat die Schildery vroeg of laat 
een ’s weerelds wonder zou worden, en inzonderheyt een wonder voor de kenners en 
voor meesters van de Schilderkonst. Maar dat kostelijk overblyfsel van de twee grootste 
Schilders, die er zijn opgestaan ’t zedert den val des eersten Menschs, is tot niet gebragt 
in den eersten Brand van het huys van Augustus, in het Paleys, alwaar het ten toon 
stont voor de Nieuwsgierigheyt der Toekykers, die zich altoos op nieuws verwonder- 
den over dat Konsttafereel, in het midden van een meenigte van uytgevoerde | en op- 
gemaakte Schilderyen, of schoon zy niets anders zaagen als drie keurlijke Omtrekken, 
die het gezicht ontweeken door hun dunheyt, en die daar langs noch zo veel te zeldza- 
mer en te bekoorlijker scheenen aan de goede oogen. 

Voor de rest, toen wy zeyden, dat Apelles zijn Schilderyen niet overdaadiglijk over- 
schilderden, hebben wy niet willen zeggen, dat hy zijn konst of zijn hand verwaarloos- 
de; dat zy verre; hy oefende gestadiglijk de eene en de andere, want daar ging geen 
dag voorby of hy tekende met het Kraijon, met de pen, of met het penseel, zo om een 
luchtige en vrye hand te behouden, als om tot een grooter volmaaktheyt te geraaken 
in de uyterstens van een Konst zonder bepaaling. Zijn naarstigheyt is verraart in een 
Spreekwoort, want van hem komt dat befaamt Voorschrift, 


(a) Die Konstenaar leed nooit gebrek, 
Die zich van dag tot dag ontlêdigde in een trek. 
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else on earth is able to make such a grand drawing!°® Noble envy immediately made him 
take up a brush with a different colour in an attempt to outdo his competitor. | On top 59 
of Apelles’ drawing, Protogenes made contours that were much more neat and precise. 
He then instructed the housekeeper that she should do nothing but, as soon as the 
painter would call again, show these contour lines, saying This is the man you came to 
visit. This happened as planned and the elderly spectre showed Protogenes’ drawing to 
Apelles who realised that he had been over classed in the basics of the art of painting. 
Again he took a brush and some paint of a different colour, sketching such clever and 
amazing contours in between the two previous drawings that he almost exhausted all 
possibilities of the art of painting. When Protogenes came back home and saw the last 
contour line, he exclaimed: I have been defeated and I will go and welcome my victor. At 
that very moment he rushed to the harbour where he found his rival. When they had 
concluded an indissoluble friendship, they together decided that the panel, on which 
they had competed for the palm of honour, should not be touched anymore, leaving 
it behind for their descendants as it was. They expected that this painting sooner or 
later would become one of the wonders of the world, as happened indeed, a wonder 
especially for the connoisseurs and the masters of the art of painting. But this priceless 
product of the two greatest painters, who ever lived since the fall of man, was annihi- 
lated in the first fire of Augustus’ palace. There it was exhibited amidst a great many 
richly detailed and finished paintings, for the curious spectators | who were amazed 6o 
over and over again about this work of art, although they saw nothing but three exqui- 
site contour lines, so thin that the human eye could hardly follow them, which made 
them all the more uncommon and attractive for people with good eyesight. 

Coming back to the fact that Apelles did not elaborate his details excessively: I did 
not mean to say that he neglected art or the use of the brush, on the contrary. He con- 
stantly pursued both, since every single day he was drawing with crayon, pen or brush 
to maintain his nimble and free handwriting, and also to attain greater perfection in 
the highest levels of an art without boundaries. His diligence gave birth to a proverb 
since he formulated the well-known rule: 


(a) Never an artist was reduced to want 
who kept himself busy by drawing a line every day. 


Apelles had a wise and decent habit, helping him to understand the art of painting 
better and better. As soon as he completed a work, he put it in the arcade under his 
balcony where it was on view for all curious passers-by. He then would hide behind the 
painting, listening to the critical comments of the spectators because, in his opinion, 
the rabble was not concerned about him and the man in the street had no reason to 


55 Compare the confrontation between Frans Hals and Anthony van Dyck, JCW 1:353. 
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Hy had noch een wijze en zeedige gewoonte, om al dieper en dieper in te dringen in 
de Schilderkonst. Zo dra had hy geen stuk geeyndigt of hy stelde het ten toon op de 
Gallery van zijn Balkon, voor het nieuwsgier oog van alle de Voorbygangers, en hy ver- 
burg zich achter het werk, van waar hy de berispingen der Toekykers kon aanhooren; 
dewijl hy oordeelde dat het gemeen ten zijnen opzichte zonder belang, en Jan Alleman 
niet vooringenomen zijnde tot zijn voordeel, meer in staat was als hy zelve om over 
de fouten te konnen oordeelen; want wat de schoonheden aangaat, die moeten de 
Konstkenners erkennen en gevoelen. Hier over wort voor de waarheyt verhaalt, dat hy 
op een zekere dag by een 


(a) Nulla Dies sine Linea. 


| Schoenmaaker berispt zijnde, dewijl hy een Gesp of een leere Riem te min had ge- 
penseelt aan de Sandaalen van een Beeld, hy fluks openhartiglijk die feyl bekende, en 
verbeterde. Het is waar, dat toen hy gewaar wiert, dat den Berisper opgeblasen als een 
fransch Schoolmeester door het goed gevolg van zijn berisping, daagsch daar aan een 
sport hooger wilde klimmen, en op het Been iets dreygde te bedillen, hy verontwaar- 
digt over zijn vrypostigheyt, zo wel als over zijn onkunde, eensklaps van achter het 
scherm voor den dag sprong, en dien Flikleer van zijn vilte muts tot aan zijn ossenleere 
zoolen straflijk bezien hebbende, sprak of uytdonderde, Hou op Kaerel, en blyf by je 
Leest; welk Spreekwoort tot op ons is overgevloogen, 


(a) Schoenflikker speel zo niet den beest, 
En klim niet hooger als uw Leest. 


Daar uyt kan men zien dat die groote Man, behalven zijn talent van wel te schilderen, 
noch daar en boven zo veel Leevendheyt, als Scherpzinnigheyt des Geests bezat; en dat 
maakte hem zo aangenaam aan den grooten Alexander, dat dien jongen Held zich niet 
schaamde van dien Schilder dikmaals te gaan bezoeken, zo om zich te vermaaken met 
zijn bekoorlijken ommegang, als om het plaisier te hebben van hem te zien schilderen, 
en om zo te spreeken den eerste getuygen te zijn van die Wonderen, die hy zag rollen 
uyt zijn penseelen. Op die wijze schepte Demetrius zijn lust in Protegenes te zien schil- 
deren; de Pauzen Julius den tweede, en Leo den tiende, waaren als opgetoogen, wanneer 
zy den grooten Raphael en Michel Angelo zaagen penseelen; Lodewyk den 


(a) Ne Sutor ultra Crepidam. 


| dertiende was by uytneemendheyt vermaakt met Vouet en Lodewyk den veertien- 
de nam meer dan eens het plaisier van Monsieur le Brun te zien arbeyden. Ha! wat 
verscheelen die koninglijke gevoelens, van de laage denkbeelden, die de wijngierige 
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favour him. Therefore they could judge his shortcomings better than he himself could 
do. The connoisseurs of art, however, have to discern and experience the beauties of 
a work of art. A story that is believed to be true tells us that on a certain day Apelles 
being criticised by a shoe-maker, 


(a) Nulla Dies sine Linea. 


| because the sandal of a figure in the painting had a buckle or a strap too few, he can- 61 
didly admitted his error and corrected it. When this critic noticed the success of his re- 
mark, he became as bumptious as a French schoolmaster.*” The next day he ventured 

up higher and dared to cavil at the leg, but Apelles, who was indignant at the imperti- 
nence and ignorance of the man, sprung out from behind his screen, closely inspected 

the cobbler from his felt hat to his ox-hide soles, and said or rather thundered: Stop it, 
fellow. Stick to your last. This proverb has survived and reached us. 


(a) Please cobbler, don’t be so insolent. 
Dont try to rise above your last. 


This repartee showed that our great man not only had the talent of a good painter, but 
also a vivacious and sharp mind, which endeared him so much to the great Alexander 
that this young hero made no scruple to go and visit the painter frequently. He did so 
to enjoy Apelles’ agreeable company and also to have the pleasure of seeing him at 
work and to be the first witness, so to speak, of the miracles he saw emanating from 
his brush. In a similar way, Demetrius enjoyed to see Protogenes painting. The popes 
Julius 11 and Leo x were elated when they saw the great Raphael handle his brushes. 


(a) Ne Sutor ultra Crepidam. 


| Louis x111 was exceptionally pleased with Vouet, and Louis xıv more than once 62 
gave himself the pleasure of seeing Monsieur LeBrun at work. Oh, what a great dif- 
ference there is between these royal sentiments and the mean ideas of the dipsoma- 
niac members of Otje Arnoldi’s club, the friends of the Pauwkamer (peacock room). 
These gentlemen, holding this opinion or rather conspiracy against painters, as we 
already said in our Introduction, had the habit of bellowing with their broad muzzles: 


56 DD 67: Pour les beautez, cést aux Connoisseurs a les reconnoitre, & a les sentir. The author 
adds in a note: Cette restriction n'est pas dan Pline: mais on l'a ajoutée pour faire sentir 
jusquou peut aller l'usage de sa [the cobbler’s] remarque. jcw did not copy these lines. 

57 This isateacher of a Dutch school where lessons are given in French, not a French teacher. 
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Pauwkamersgezinden van Otje Arnoldis Kollegie hadden opgevat, of liever geconspi- 
reert, tegens de Schilders, zijnde die Heeren gewoon, gelijk als wy in onze Inleyding 
hebben aangeraakt, van op het gezicht een Konstenaars uyt te loeien, met hun breede 
Lippen; Een Schilder! is ’t anders niet. Maar wy zullen die domme en door den wyn ver- 
stompte Sileenen daar laaten, en het leevensbedrijf van Apelles vervolgen. Den grooten 
Alexander was zo vooringenomen en zo overtuygt wegens de zeldzaame bekwaamhe- 
den deezes Konstschilders, dat hy door een algemeen bevel verbood aan alle Schilders, 
dat geen een van hun allen zijn Konterfytsel zou maalen, als Apelles. 

Het lust ons om den Leezer een staal van des Schilders adelijke vrypostigheyt te 
geeven. Het viel eens voor dat die Vorst, hem ziende schilderen trek kreeg om de pa- 
pegaaijen over de Schilderkonst, en hy gedroeg zich daar in, gelijk als zich de meeste 
Vorsten zich daar in gedraagen, dat is, hy zinspeelde op nietwaardige vodderyen, en hy 
sloeg het weezendlijkste van de Konst in de wind, waar over Apelles hem zachtjes waar- 
schouwde om van discoers te veranderen, met deeze woorden; Ziet ghy niet, (sprak hy) 
dat die onnoozele Jongens, die de verwen wryven, onder malkanderen meesmuylen van 
Uw zo misselyk te hooren praaten. Zo een groot vermoogen bezat dien wijze Schilder 
op de ziel van een Vorst, die zo lichtelijk vuur vatte als tondel, die uyt zich zelve zo 
haastig was als een Pools Magnaat op een centauersche Rijksdag, en die zo wel geboekt 

63 stont voor een | schrik, als voor een wonder des weerelds. Eenige Schryvers zeggen, 
dat die Konstenaar dat bescheyd gaf aan Megabyses den Hoogenpriester van Diana 
van Ephesen; en Elianus schryft die vermaaning toe aan den Schilder Zeuxis. De Heer 
Bayle twyfelt, of zich die Schilder zou hebben durven losgeeven aan den oploopenden 
Alexander, in die termen; doch Bayle slaat er, gelijk als den blinde, na het Ey, en als een 
franschman oordeelt hy alle harten na zijn eygen. Ook is de zaak de zaak, maar het 
scheelt zeer veel of een plompe Maltheser Kok, of dat een beschaaft Hoveling, zich uyt- 
drukt; zijnde het daar by vry waarschijnlijk dat zich Apelles bediende van de Oorbiegt, 
en die berisping zachtjes zal hebben overgelèvert in zyde Termen. 

Maar die Alexandrijnsche zachtmoedigheyt was het eenigste waartêken niet, dat 
die Vorst van zijn liefde en van zijn achting gaf aan dien waardigen Schilder. Wy zullen 
er een ander staal van ophaalen, waar by beyden den Vorst en den Schilder geen onge- 
meene Eer hebben behaalt; een zeldzaam voorbeelt in een jong Koning, waar over zich 
veel Vorsten hebben verwondert, zonder dat tot nu toe een dat heeft nagevolgt. Die 
Vorst beval aan Apelles om de geliefste van zijn Maitressen te schilderen, in puris na- 
turalibus, een gevaarlijke onderneeming voor een Schilder van vleesch en bloed, gelijk 
als Apelles, die al ommers zo verzot was op een schoon Vrouwenbeelt, als een Soldaat 
belust is na de Boeren hoenders. Die begonstigde Byzit was de schoonste Vrouw van 
haar Eeuw, een waardig model voor het Konstpenseel van dien Fenix, ja dewelke ver- 
diende om by een onsterflijke hand gekonterfijt te worden, dewijl haar bekoorlijkhe- 
den boven het bereyk waaren der aardsche gommen en koleuren. Den Schilder maakte 

64 een aanvang met dat | konterfytsel, na zich van het hoofd tot aan de voeten te hebben 
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A painter! Is that all, as soon as they spotted an artist.® But we will leave these stupid 
and wine-blunted Sileni alone, continuing with the biography of Apelles. The great 
Alexander was so biased in favour of Apelles and so convinced of the singularity of his 
abilities, that he issued a general decree forbidding all painters except Apelles to paint 
his portrait. 

We now want to present our readers with an example of the noble boldness of this 
painter. Once the monarch, who saw Apelles at work, felt inclined to chatter about the 
art of painting, behaving as most princes do in these matters: he alluded to inferior 
daubs and disregarded the quintessence of art. Then Apelles whispered his advice to 
change subject, saying: Don’t you see these ignorant boys, who rub my pigments, smirk- 
ing about your ignorant words? So great was the influence this wise painter had on the 
mind of a prince, who flared up as easily as tinder, who by nature was as hot-tempered 
as a Polish magnate on a monstrous Diet, and who was known to be a scaremonger as 
well as a wonder of the world. | Some authors say that the painter gave this answer to 63 
Megabyses, the high priest of Diana in Ephesus, but Elianus attributes this admonition 
to Zeuxis. Mr. Bayle is in doubt whether this painter would have had the courage to 
confront the irascible Alexander with these words, but Bayle plays at blind man’s bluff. 
Being a Frenchman, he believes that all minds are the same as his own.5° The facts 
may be as they are, but it matters greatly whether a rude cook from Malta or a civilised 
courtier opens his mouth. Probably Apelles spoke softly as if he was hearing confes- 
sion, presenting his admonition in phrases of silk. 

This Alexandrian gentleness was not the only hall-mark of the love and respect of 
this prince for this dignified painter. We will relate another example, from which both 
the prince and the painter gained uncommon honour. Many princes were amazed 
about the rare example given by this young king, without anyone ever imitating him. 
The prince commissioned Apelles to paint his favourite mistress in puris naturalibus, a 
risky venture for a painter like Apelles, who was in the vigour of his life and was as doted 
on beautiful women as a soldier is on farm chickens. This favourite concubine was the 
most beautiful woman of her time, a worthy model for the brushes of this Phoenix, 
deserving to be portrayed by an immortal hand, because her charms were far beyond 
ordinary gums and pigments. | The painter did not start making this portrait beforehe 64 


58 Seejcwr:s5. 
59 DD 68-69 (note). 
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gewapent met de alderstrafste Lessen der Zeedekunde, niets eens gedachtig dat de 
Zeedekunde maar een postpapiere Kuras is tegens de Schichten der Mingodes; en daar 
van gaf hy aanstonds een proef op de som, als die zo dra het kloosterdoeks hembje 
van de schoone (a) Pancaste niet zag nederdaalen, of het was fluks met hem, adieu la 
Philosophie. Den grooten Alexander bestudeerde ondertusschen de zeldzaame bewee- 
gingen des Schilders, die op zijn stoel zat te kriewelen, gelijk als een jonge Juffer die na 
de maaltijt een Kapitteltje naziet in les Entretiens des Dames van de beruchte Aloisea 
Sigea; en hy meesmuylde inzonderheyt toen hy handtastelijk zag, dat de blikken des 
Konstenaars, na een tijd lang gevagabondeert te hebben over de Leliebeemden van 
haar sneeuwwit licghaam, eyndelijk post greepen ontrent Diones Roozengaard, en al- 
daar uyt Planeeten veranderden in vaste Starren. Nu wiert Apelles zo bleek als een 
Noorthollands meysje dat krijt knabbelt, en dan bloosde hy wederom als een Dame, 
die door de Konstzon van Framboisewater, de Roozen weet te doen bloeien op haar ge- 
verniste wangen. In den beginne raaskalde hy als een patient in een ylende koorts, en 
korts daar aan wiert hy zo doodstom, als een dorpklok die een Visite heeft doorgestaan 
van een maartsche Donderslag. De penseelen rammelden in zijn linkerhand, gelijk als 
de pylen in de kooker van een vluchtende Parth, en zijn rechterhand beefde als de 
vuyst van een Yrsche getuygen die voor de eerstemaal van zijn leeven een valschen 
Eed verzwelgt. In 


(a) Plinius schrijft Campaspe; doch Eliaan en Luciaan noemen haar Pancaste. 


| t kort hy doorliep een geheelen Dierriem van hartstochten, en hy zou geen jaar en 
ses weeken die gemoedstormen hebben verduurt, zonder ’s Vorsten mededoogen, die 
hem die schoone Pancaste vereerde, welkers bekoorlijkheden zulke diepe wortelen ge- 
schooten hadden in des Schilders Ziel, onderwijl dat hij haar bovenmenschelijk licg- 
haam poogde uyt te drukken door het penseel. Waarlijk dien grooten Alexander was 
een groot Vorst, gelijk als een ieder is bekent, door zijn moed en door zijn heerszucht; 
maar hy betoonde zich noch grooter in dat geval, door het vermoogen dat hy bezat 
over zijn hartstochten, en door een offerhande van die natuur, als door de heerlijk- 
ste van alle zijn overwinningen: want hy triomfeerde in zijn andere overwinningen 
alleenlijk over zijn vyanden, en over de geheele Weerelt, maar alhier behaalde hy een 
volmaakte overwinning op zich zelven, en over zijn hartstochten, hy offerde zijn inner- 
lijkste vermaaken op aan een Vriend, en hy verduurde manmoediglijk, zonder in het 
minst te wankelen, de traanen van zijn Beminde, die niet al te happig scheen, om van 
de koets eens Konings over te klimmen op het bed eens Schilders. Daar wort gezegt, 
dat zijn Anadyomenesche Venus, dat is, een Venus die uyt de Zee komt opborrelen, een 
van zijn alderkonstigste stukken was, geschildert na dat principaal. Uyt dat eenig stuk 
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had harnessed himself from head to toe with the strictest ethical lessons, forgetting 
that ethics are just a note-paper cuirass against the arrows of the goddess of love. As 
soon as he saw how the linen undershirt of the beautiful Pancaste (a) went down, he 
instantly proved this idea right and soon enough the words adieu la Philosophie were 
applicable to him. In the meantime, the great Alexander closely observed the curious 
movements of the painter who was wriggling in his chair as an adolescent girl, after 
dinner consulting a chapter from Les Entretiens des Dames by the infamous Aloisea 
Sigea.®° The prince grinned especially when he saw before his eyes how the glances 
of the artist, after having roamed for a long time over the lily fields of her snow-white 
body, made a halt at Dione’s rose garden, where they changed from planets into fixed 
stars. Sometimes Apelles turned as pale as a girl from Northern Holland who nibbles 
on a piece of chalk, and then again he blushed as a lady who makes the roses on her 
lacquered cheeks blossom with the artificial sun of raspberry essence. Initially, he 
raved as a patient in a hot fever, suddenly becoming as mute as a village church bell 
that suffered the visit of a peal of thunder in March. The brushes in his left hand rattled 
as the arrows in the quiver of a fleeing Parth. His right hand trembled as the fist of an 
Irish witness who is about to gorge down the first perjury of his life! 


(a) Pliny writes Campaspe, but Elianus and Lucianus call her Pancaste. 


| To be brief, he went through a complete zodiac of emotions and he would not have 65 
been able to endure these emotional tempests for a year and six weeks without the 
compassion of the prince who gave him the beautiful Pancaste as a present, the woman 
whose charms had taken such deep roots in the painter’s soul when his brush tried to 
seize the likeness of her superhuman body. It is generally known that his valour and 
his will to dominate made Alexander the Great a truly great prince but, in this case, 
the sway he held over his emotions and the nature of his gift showed his greatness 
even better than his most glorious victories. In his other victories he just triumphed 
over his enemies and over the whole world, but here he won a complete victory over 
himself and his emotions, sacrificing his most intimate pleasures to a friend, without 
any vacillation, and manfully enduring the tears of his beloved, who seemed not to be 
eager at all to exchange the four-poster of a king for the bed of a painter. Reportedly 
his Venus Anadyomene, that is a Venus who comes bubbling up from the sea, one of his 


60 Niolas Chorier, Aloysise Sigeae Tolentanae Satyra sotadica ..., Grenoble (?), c. 1660 [pub- 
lished anonymously]. French translation: L’ Académie des Dames: ou les sept entretiens 
Galants d‘Alosia, Cologne (I. LeBas) [anonymously printed, without date]. 

61 Very strict laws against perjury were issued in Ireland in 1586 and 1729. Weyerman 
may be alluding to the position of Catholic Irishmen in England after the English-Irish 
(‘Williamite’) war of 1688-1691. 
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kon men in die Eeuwen over de schoonheyt van Pancaste, en over de grootmoedigheyt 
van Alexanders Ziel, oordeelen. 

Wat er van zy, indien wy de zeeden van die tijd beschouwen, Apelles verdiende die 
byzondere gonstbewyzingen. Want behalve de schoonheyt des geests en des penseels, 
was hy met een ongemeene Goedaardigheyt en Edelmoedigheyt begaaft, dewelke hy 
zelve uytstrekte tot aan en op zyn alderbekwaamste Mededingers in de | Schilderkonst. 
Protogenes waar van wy reeds hebben gewaagt, of schoon ter loops, verstrekt ons tot 
een getuygen. Den laatste woonde tot Rhodes, gelyk als wy hier vooren hebben gezegt, 
kleyn geacht by zyn Medeborgers, gelyk als het dikmaals gebeurt dat men de zaaken, 
die men bezit, weynig acht, ten zy er de Opheffers of de Trompetters der Schilderkonst 
zich tusschen insteeken, die men dan wel Safraan voor hun Wierook, en Lof voor 
Lof dient te geeven, het welke de waare Protogenessen altoos edelmoediglyk zullen 
wraaken. Na dat Apelles kennis had gemaakt met Protogenes, op die wyze die wy reeds 
hebben verhaalt, vroeg hy hem eens op een tyd na de prys van zyn Schilderyen, waar 
op den ander hem zo dra niet een kleyne som had genoemt, na maate van derzelver 
schoonheyt, of dien braave Medekonstenaar sprak; En ik zal uw voor ieder Schildery 
(a) vyftig Talenten geeven, en ze allen ontfangen tot die prys: en hy voegde er noch by, 
dat hy de minste zwaarigheyt niet maakte om er zich van te ontdoen, dewyl hy ze also 
gemaklyk als zyn eyge schilderyen zou konnen verkoopen. Noch vergenoegde hy zich 
niet van er op die voet van gesprooken te hebben tegens Protogenes, maar hy voerde de 
zelve taal tegens alle de Rhodiers die na hem wilden luysteren. Die Grootmoedigheyt 
opende de oogen der Rhodiers over de verdiensten van hun Schilder, die van zyne kant 
zich wonderlyk daar van bediende, en geen schilderyen als tegens zeer zwaare som- 
men verruylde, ja noch grooter pryzen er opstelde, dan Apelles die had geschat. Zonder 
twyfel een zeldzaam voorbeelt, en waardig der Nakomelingen verwondering. 

Behalve die groote Eygenschappen, daar wy hier boven 


(a) Dartig Duyzent Drie guldens. 


| van hebben gemelt, had hy de bevatting zo leevent en zo net, en de hand zo juyst, dat 
hy een gelykenis wist te brengen in zyn Konterfytselen, tot op dien tyd toe onbekent, en 
zo men 't zeggen mag, op een ondeelbaare wyze. Den Letterkonstenaar Apion verhaalt 
voor een bekende waarheyt, dat een van die Waarzeggers, of Grieksche Gelaatkundigen 
die zich behielpen met goeder geluk te zeggen uyt der perzoonen gelaatstrekken, het 
sterfjaar der Principaalen had geraaden, op het gezicht van Apelles Konterfytselen, van 
perzoonen hem onbekent, de zommige dood, en de sommigen noch in het leeven. 
Doch het verwonderlijkste is, dat die gelijkenis hem zo min moeite koste, dat men 
die fluks zag doorstraalen in zijn eerste Schetsen. Dat zag men onder andere in een 
vermaart geval, waar over de Geleerden zo veel hebben geschreeven en gewreeven, en 
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very best works, was done after this model. In antiquity, this unique painting gave an 
opportunity to judge Pancaste’s beauty and Alexander's magnanimity. 

However this may be, seen in the context of the customs and manners of that pe- 
riod, the exceptional favours Apelles received were well deserved. His mind was as 
beautiful as his art and he was also gifted with an uncommon kindness and magna- 
nimity that he extended even to his most talented competitors in the art of painting. 
| Protogenes, whom we already mentioned in passing, will be our witness.®? He lived 66 
on the island of Rhodes, as we said before, where his fellow-citizens showed not much 
respect for him, but it is not uncommon that one depreciates what one has, unless the 
braggarts and trumpeters of the art of painting begin to interfere. In that case, one 
has to give those cheap-jacks saffron in exchange for their frankincense and praise 
for their praise, but the true Protogeneses will always repudiate this noble-mindedly. 
We related above how Apelles made acquaintance with Protogenes. At a given mo- 
ment, the first mentioned asked the other what was the price of his paintings. As soon 
as Protogenes named a small amount for such beautiful works, his fellow-artist said: 
I will give you fifty talents (a) for each painting and I will take them all for that price, 
adding that it would cause him no problems to get rid of them, because he could sell 
them as easily as his own paintings. He did not limit himself to addressing Protogenes 
in this way, speaking in the same tone to all Rhodians who would listen to him. This 
magnanimity opened the eyes of the people of Rhodes for the merits of their painter 
who profited from this change in an amazing way, selling his paintings for very great 
amounts only, for prices higher even than Apelles’ valuations. This certainly was a rare 
example, which later generations should admire. 

Apart from the great qualities we related above, 


(a) 30.000 pieces of 3 guilders. 


| Apelles had such a vivid and precise power of observation and such a sure hand 67 
that he could create a greater resemblance in his portraits than had been considered 
possible until then, working in a unique manner, if I may say so. The belletrist Apion 
presents it as a generally known fact that one of those soothsayers or Greek physiog- 
nomists, who told the fortune of people from their facial features, could guess the year 
of a sitter’s death when seeing Apelles’ portraits although these people were unknown 
to him, some of them being alive, some having died already. But the fact that these 
likenesses cost him so little effort, that they were apparent in his very first sketches, is 
what really causes the utmost amazement. In another famous case this was apparent 
too, an event that was approached from all possible angles by learned authors and 
that here will get the attention it deserves. The reader should know that, during his 


62 JCWwI:56-6o. 
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dat alhier op zijn behoorlijk licht zal geplaatst worden. Den Leezer zal dan gelieven 
te weeten, dat Alexander in zijn voornaamste tochten altoos vergezelschapt was met 
Apelles, wiens openhartig en eenvoudig humeur niet even aangenaam was aan alle de 
Opperbevelvoerders van dien jonge Monarch. Na de dood van Alexander verdeelden 
vier van zijn Generaalen zijn Koningrijken en Staaten; Lysimachus kreeg Thracien; 
Seleucus, Syrien en Babylonien; Antigonus, Asien; en Ptolomeus Egypten. Den Koning 
Ptolomeus was by het leeven van dien Macedonische Vorst niet al te goedgonstig ge- 
weest aan onzen Schilder. Altoos hoe of wat daar van zy, Apelles ging eenige tijd na 
die Verdeeling scheep na een stad in Griekenlant, doch wiert ongelukkiglijk door een 
storm geworpen op de kust van Alexandryen, alwaar den nieuwe Koning hem ont- 
fing met de schouders. Behalve die Wederwaardigheyt, die hy reeds had voorzien, ont- 
moete hy er noch een ander | zoort van Benyders, een hoofsch Gespuys, dat dag en 
nacht toeley, om hem te verstrikken. Om nu dat oogwit te bereyken, kreeg dat Vee 
een Hofverspieder op de hand, een Guyt genaamt Platanus; die zijn Vader en Moeder 
zou hebben verraden, om een Deurwaarders ampt, die den vroomen Apelles kwansuys 
uyt den naam des Konings noode, om met hem te komen avondmaalen; verzekert dat 
hy zich daar door ’s Vorsten verontwaardiging en straf, als die niets van dat spel wist, 
op den hals zou haalen. Den Schilder trok ter goeder trouwe na het Hof, waar op den 
Koning verstoort over die onbeschaafde vrypostigheyt, hem met een opslag van oogen, 
de drie een manslag, vroeg; Wie van zyn Edeljonkers hem had verzocht aan zyn tafel? 
en hem verscheyde Noodigers met de vuyst aantoonende, voegde hy er vraagsgewijze 
by, Of dien Kavalier ook onder dat getal was? zo niet, dat hy hem by gebrek van hem 
dien Man aan te wyzen, zou leeren wat het te zeggen was, zich zo onbeschoftelyk te gaan 
plaatsen aan de tafel eens Konings. Apelles bekreunde zich dat dreygement zo min als 
of het hem niet eens raakte, en hy redde zich uyt die schakels des bedrogs, als een wijs 
Man, en als een uytmuntent Tekenaar. Hy greep uyt een komfoor een doovekool, en 
hy tekende in vyf a ses streeken tegens de witte muur, de gelijkenis van dien Bedrieger 
die hem had genoodigt, tot ’s Konings alder hoogste verwondering, die fluks de Tronie 
van Platanus kende, op den eersten Omtrek. Door dat voorval bevreedigde hy zich met 
dien Prins, die hem naderhant overstulpte met Schatten en met Eerampten. Maar de 
Nijt en de valsche Beschuldiging gaaven het spel zo gemakkelijk niet op. Antiphilus, 
een ander befaamt Schilder, beschuldige hem eenige tijd daar na by dien Vorst, van 
dat | vloekverwantschap, dat tegens hem uytgebarsten was in de stad Tyrus, te heb- 
ben gesmeed met een zekere Theodorus, alhoewel er onzen Apelles by noch omtrent 
was geweest; en den Vorst had aanstonds de zwakheyt om het oor te leenen aan die 
lastering, en in geweldige en buyten gewoone dreygementen uyt te vaaren tegens den 
onschuldigen Schilder. Doch eyndelijk drong de Zon der Waarheyt door de zwarte 
wolken dier valsche Beschuldiging, en dat door de vrywillige Bekentenis van een der 
handdaadigen, waar op Ptolomeus zijn vriendschap op nieuws gaf aan Apelles, en hy 
begenadigde hem daar en boven met een geschenk van (a) hondert goude Talenten, om 
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greatest campaigns, Alexander always took Apelles with him, whose candidness and 
straightforwardness were not appreciated by all of the young monarch’s commanders- 
in-chief. After Alexander's death, four of his generals divided his kingdoms and states 
among them. Lysimachus got Thracia; Seleucus got Syria and Babylon; Antigonus got 
Asia; and Ptolomaeus got Egypt. During the Macedonian prince’s life, King Ptolomaeus 
had not been too kind to our painter. Anyhow, not long after the division of the empire 
Apelles set sail for a place in Greece but unfortunately a storm blew him ashore in 
Alexandria, where the new king gave him a cold shoulder. Apart from this foreseeable 
set-back, | he was confronted with a new kind of envious people, vile courtiers who 68 
permanently tried to ensnare him. To reach their goal, these knaves enlisted a certain 
Platanus, a spy from the court, who would have been able to betray his parents for a 
post as the sheriff’s tax collector.€3 This man feigned to invite the honest Apelles in 
the name of the king to have supper with him, knowing for certain that the painter 
would incur the indignation and punishment of the prince who knew nothing about 
this scheme. In good faith, Apelles went to the court where the king, who was irritated 
about this ill-mannered boldness, gave him a cut-throat glance, asking: Which one of 
my noble squires invited you to my table? Pointing with his hand at a number of his 
inviting squires, he continued with the question: Was that courtier one of them? If not, 
if you cannot identify that man, I will make you understand what it means to sit down so 
insolently at a king’s table. Apelles did not trouble himself about this threat, just as if it 
was meant for someone else. He freed himself from this chain of imposture as the wise 
man and excellent draughtsman he was. He took a piece of charcoal from a chafing- 
dish and with five or six lines he drew the likeness of the fraud, who invited him, on 
the white-washed wall. The highly amazed king immediately recognised the face of 
Platanus when seeing the first contour line. With this peculiar incident Apelles made 
peace with that prince, who afterwards heaped wealth and honour upon the painter. 

But envy and false incriminations did not relinquish so easily. Not much later 
Antiphilus, a well-known painter, accused him and a certain Theodorus of having con- 
cocted the baneful conspiracy | that had broken out against the prince in Tyrus, al- 69 
though Apelles had not been in or near that town. The prince was weak enough to turn 
a benevolent ear to this calumny, raging against the innocent painter with heavy and 
extraordinary threats. But at last the sun of truth came out through the dark clouds of 
this false accusation, when one of the accomplices voluntarily pleaded guilty. Then 
Ptolomaeus concluded friendship with Apelles again and favoured him with a gift of 
one hundred gold talents (a) as a means to soften this injustice. 


63 DD 7o: un des Espions de la Cour, explaining in a note: planus, un imposteur. Jcw took the 
Latin noun planus for a man’s name, changing it into Platanus. 
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daar langs dat ongelijk te verzachten. Aangaande Antiphilus die wiert in een eeuwig- 
duurende Slaverny veroordeelt, en zo dra was onze Schilder niet te Ephesen belant, 
of hy maakte een Schildery van de Lastering, een Tafereel dat in alle Vorsten Paleyzen 
behoorden te hangen, aldus geordonneeert. Aan de rechter zy van dat stuk zat een 
machtig Man met Esels ooren. De Lastering naderde hem, met een groote haast, ver- 
gezelschapt met de Onweetendheyt en met het Vermoeden, die met verwondering na 
haar schijnen te luysteren. Alhoewel zy er groots en heerlijk uytziet, echter bespeurde 
men in haar gelaat en in haar gang, dat zy was aangemoedigt door de Toorn en door de 
Raazerny. Zy had een toorts gevat met de eene hand, om het vuur van de tweedragt en 
van de twist te ontsteeken, en met de andere hand sleurde zy eenen jongen Man met 
de haairen na dien vermoogenden dwingelant, welke ongelukkige zijn handen na den 
Hemel verhief, en om den bystant der Goden scheen 


(a) Niet dat er in Griekenlant goude en zilvere Talenten zijn geweest, maar om onze 
spreekwijze te gebruyken hondert goude Dukaten, &c. 


| te smeeken. Voor haar trat de Nijt, bleek van Aangezicht, maager en ontvleescht van 
licghaam, met brandende oogen, die de Bende geleyde. Men zag in het gevolg van de 
Lastering een groote troep konstige Vrouwen, dewelke haar gaande maakten, in alle 
haare beweegingen, en om strijd bézig scheenen om haar bekoorlijkheden op te hel- 
deren. Men zag op haare Aangezichten, de kwaadaardigheyt, een schimpende lacgh, 
het bedrog, en het verraat doorstraalen. Dien Treyn besloot het Naberouw, in een diepe 
Rouw, dewelke in een bystere verwarring, en met veele Traanen de Waarheyt, komende 
van verre, en mogelijk te laat begon te erkennen. Aldus was de geestrijke en aardige 
wraak van dien groote Schilder. 

Apelles had noch het konstje fix om de Mistallen te verbloemen in zijn 
Konterfytselen, of door middel van de Stand, of door den byzondere Zwier des hoofds, 
of door de kleedyen; en hy was den eerste der aloude Schilders die zich bediende van 
die onschuldige konstgreep in de Konterfytselen, zonder daar door de gelijkenis of 
zonder het byzonder Karakter der perzoonen te benadeelen. Op die wijze schilderde 
hy den Koning Antigonus, die niet ryker van oogen was als den Reus Polifeem, eer dat 
Ulisses dat brandent bezoek by hem afley, door hem het hoofd te doen wenden op 
zekere wijze, waar door hy de Toekykers dee gelooven dat die lyfgestalte dien Vorst 
eygen, en geenszins een weezendlijk gebrek was. Ondertusschen zal Apelles het ons 
gelieven te vergeeven, indien wy er dit van zeggen, Dat den Schilder wel dee, indien 
Antigonus dat oog verlooren had gevalliglyk, door een splinter, door de Fles, of door 
een zinking, of anderzins; maar zo het oog was zoek geraakt in het stryden voor zijn 
Vorst, of in het | verdédigen van zijn Vaderlant, dan was die mistal een Téken van 
dapperheyt, dat niet behoorde noch mogt verduystert te worden. Hedensdaags is dat 
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Antiphilus, however, was condemned to lifelong slavery, but as soon as our painter 
returned to Ephesus he made a painting representing Calumny, a scene that ought to 
be shown in the palace of every ruler.64 Its composition was as follows: on the right was 
a seated man with the ears of a donkey. Calumny came up to him in great haste, togeth- 
er with Ignorance and Suspicion who appeared to be listening to her with amazement. 
Calumny was spurred on by Wrath and Frenzy, as could be seen from her countenance 
and her gait, although her appearance is grand and glorious. In one hand she held a 
torch to kindle the fire of discord and strife, with the other hand she dragged a young 
man by his hair, bringing him to the mighty tyrant. This unfortunate man stretched out 
his hands to heaven, imploring the help of the gods. 


(a) We do not mean to say that Greece had gold and silver talents, but in our com- 
mon language it is 100 gold ducats, &c. 


| Pallid Envy, with her thin and emaciated body and burning eyes, went ahead of 70 
Calumny, leading the gang. The train of Calumny existed of a large band of crafty 
women, who were advancing with all their might and vying with each other to extol 
her charms. Their faces were characterised by malice, abusive laughter, deceit, and 
treason. Regret, in deep mourning, brought up the rear. In utter confusion and shed- 
ding many tears, but possibly too late, she began to recognize Truth who was approach- 
ing from far. This was the witty and nice vengeance of this great painter. 

Apelles had a trick to hide facial deformations in his portraits with the help of the 
sitters’ clothes, by choosing a certain posture or a special movement of the head. He 
was the first of the ancient painters to use this innocent artifice without diminish- 
ing the resemblance of his portraits or the suggestion of individual characters. This 
was how he painted king Antigonus who had as many eyes as the giant Polyphemus 
before Ulysses paid him that scorching visit. The painter made the king turn his head 
in a certain way to make the spectators believe that this was his characteristic pos- 
ture, not a symptom of a serious injury. Apelles should not take the following com- 
ment amiss.®° The painter acted correctly if Antigonus had lost his eye in an accident, 
through a splinter, due to his alcohol consumption, malignant bodily humours, or any 
other cause. But if the eye was lost when he fought for his prince | or in defence of his 71 
country, the deformity was a token of valour that should and could not be concealed. 
Presently, this is an iron law in the art of painting and sculpture. The portraits of the 


64 DD 71-72 puts the story about Apelles’ Calumny in square brackets, referring the reader to 
Lucianus. 
65 Jcw copied this ‘comment’ from DD 72-73, footnote, where no example is given. 
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een staale wet van de Schilderkonst en van de Beeldhouwing; de Konterfytselen van 
den braaven Webbenom, wel eer Gouverneur van Breda, en het Praalbeelt van den dap- 
peren Admiraal Kortenaar tot Rotterdam, bewaarheyden die onbetwistelijke stelling. 

Aangaande zijn Uytdrukking der Hartstochten, daar in behoefde hy niet te wyken 
voor den grooten Monsieur le Brun, den Historieschilder van Lodewyk den Veertiende. 
Ten tijde van Plinius waaren er op het sterven leggende Persoonagien van hem te 
zien, in dewelke hy geen minder kennis en oordeel had doen zien, als in zijn andere 
Konststukken. In ’t kort, hy was zo gestreng en zo gestadig in alle de voorwerpen die hy 
behandelde, dat het niet maklijk zou zijn om te beslechten, waar in dat hy het meeste 
heeft uytgemunt. Wy bezitten noch een groote meenigte van zijn Schilderyen, (zegt 
Plinius) doch het zou moeielijk zijn om te vonnissen, welke dat men het meeste be- 
hoorde te pryzen. 

Onder veele andere konststukken schilderde hy de Anadyomenesche Venus, een ta- 
fereel dat alle de Grieksche en Romeynsche Schryvers hebben verheft tot boven de 
wolken. Den Keyzer Augustus maakte zo veel werk van die Venus, dat hy ze opofferde 
in den Tempel van zijnen aangenomen Vader Julius Cesar, zo veels te meer dewijl dien 
Opperbevelhebber zijn afkomst afleyde van die Godinne. Dat Tafereel, dat onvergelijke 
Tafereel, wiert opgezongen door een brommende drom van Grieksche en Latynsche 
Dichters, en men mag met de waarheyt verzêkeren, dat zo die Schildery is overtrof- 
fen geworden door de Dichtkunde, zy er des niet tegenstaande is door | verheerlijkt, 
maar zelve gekroont, en het is geen geringe zaak, om zo te spreeken, gekroont te wor- 
den door de eygen handen van een Medeminnaares. Laat ons nu niet zeggen, dat die 
Vaersen ons zijn bygebleeven, en dat het stuk is 't zoek geraakt, want alle die Gedichten 
zijn ter eere van dat tafereel opgestelt, en wy zijn die Vaersen aan dat Konststuk ver- 
schuldigt. De glorie dan van de eene, is zelve bewaart en geheyligt geworden door de 
hulp van de andere Medevryster. Het lust ons om den Leezer de wijze, hoe dat tafereel 
is verongelukt te verhaalen. De vochtigheyt had er reeds ten tijde van Augustus de on- 
derste heft van bedorven. Men zocht door ’s Keyzers bevel na een bekwaam Schilder, 
om die schade te verhelpen; doch men vond niemant stout of roekeloos genoeg om dat 
te durven onderneemen; een zaak die grootelijks de glorie des Griekschen Schilders, 
en de Achtbaarheyt des Tafereels vermeerderde. Eyndelijk en ten laatsten wiert die 
schoone Venus, dewelke niemant uyt Eerbiedigheyt durfde aanraaken, vernietigt door 
de wormen die in de bezitting van het Panneel inkroopen, en het verslonden. Een 
rampzalig verlies, en een ziekte die noch hedensdaags onze aardsche Godinnen ver- 
slind, op die, ofte op een diergelyke wijze. Nero, die op die tijd dwingelande, stelde een 
andere Venus op die plaats, gemaakt by den Schilder Dorotheus, een Konstenaar waar 
van de Oudheyt zo min gewaagt, als onze hedensdaagsche Schryvers gewaagen van 
de Brusselsche en Antwerpsche Brood- en Waterpenseelisten. Apelles had noch een 
tweede Venus geschildert, dewelke volgens hem en volgens alle de Kenners, de eerste 
moest overtreffen, maar de nydige Doot ley zijn poot op den Schilder eer dat hy noch 
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meritorious Webbenom,®® the former governor of Breda, and the mausoleum of the 
brave admiral Kortenaer in Rotterdam prove that this is an irrefutable tenet.6” 

Apelles had not to consider the great Mr. LeBrun, history painter of Louis XTV, as his 
superior in the expression of emotions. In Pliny’s days there were paintings by Apelles, 
representing persons in a dying state, in which he showed the same expertise and judi- 
ciousness as in his other works of art. To be brief, whatever subjects he treated, he was 
so precise and so steady in his work that it is hard to decide in which field he excelled 
most. A great many of his paintings are still in existence, Pliny says, but it would be 
hard to decide which one deserves the highest praise. 

One of the many works of art Apelles painted was the Venus anadyomene, a scene 
that was extolled to the skies by all Greek and Roman authors. The emperor Augustus 
was so fond of this Venus that he dedicated it to the temple of his adoptive father Julius 
Caesar. The fact that this supreme commander traced his descent back to this goddess 
was an extra reason to do so. This scene, this unforgettable scene, was praised highly 
by a multitude of bragging Greek and Roman poets and if this painting was surpassed 
by poetry, it was undeniably glorified and crowned by poetry all the same. | Itis nota 72 
trifling matter, one could say, to be crowned by a rival with her own hands. 

Don't say now that these verses survived whereas the painting got lost, because all 
these poems were composed to honour this scene and we owe these verses to the work 
of art. The glory of one rival was preserved and sanctified with the help of the other.€8 
We now would like to inform the reader about the way this scene perished. Already in 
the days of Augustus the lower half had been impaired by humidity. The emperor gave 
orders to find a capable painter to repair the damage but nobody, brave or reckless 
enough to venture this task, could be found, which increased Apelles’ glory and the 
reputation of the painting immensely. Out of deference, nobody dared to touch the 
beautiful Venus and eventually she was destroyed by woodworms, devouring the panel 
they had usurped. This was a disastrous loss, and in the same or a comparable way, 
this ailment is still devouring our sublunary goddesses. Nero, who tyrannized in those 
days, put another Venus in her place, made by the painter Dorotheus, an artist about 
whom antiquity is as taciturn as our present-day authors are about the bread-and- 
water painters from Brussels and Antwerp. Apelles painted another Venus that he and 
all connoisseurs expected to surpass the first one, but envious Death clapped his hands 
on him before he had advanced as far as the best half, the painter having just begun 


66 Theobald Metzger von Weibnom (1626-1691) was governor of Breda from 1678 to 1691. 

67 The monument for admiral Egbert Kortenaer (d. 1665) in the Rotterdam Laurenskerk is 
attributed to a follower of Rombout Verhulst. 

68 DD placed this remark in square brackets. 
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eens tot de schoonste helft was gevordert, zijnde hy pas gekomen tot aan de | Geboorte 
van een lelieblanken Boezem. Den Schryver zal om dit werk te vervrolijken, dat niet als 
van stokoude Schilders handelt, een vaers, zijnde een Raadsel waar uyt men met zeer 
veel schijn van waarheyt een paar lieve Tetten kan pikken, laaten tusschen invloeien, 
in deeze aloude Leevensbeschryvingen. 


RAADSEL 

Twee Nymfen woonden huys aan huys, 

Doch zonder Buurschap, of elkand’ren te genaaken, 
En’t geen vry raar is, schoon en kuys; 

Een Iets vry raar, om waar te maaken. 

In een en ‘t zelve jaar ontvloogen zy het Nest; 

Ontrent de driemaal vyf was 't Nymfen paar geronnen: 
En echter schuuwde het elkand’ren als een pest; 

De’ een’ gonde de ander niet die Minnaars die zy wonnen: 
Ja schoon een Prins voorby haar trat, 

Zy roerden nooit een vin, maar keken trots en prat. 
Dat duurde tot dat paar de vree trof, en vereende; 

Een droeve vree vol Ramp en druk! 

Een vree die ’t paar te laat beweende, 

Want uyt die vreede sproot, Helaas! haar Ongeluk. 


Ondertusschen, (zegt Plinius die het vry drok heeft met zijnen Apelles) het geene dat 
hy reeds had geschildert aan die tweede Venus, en het geene wy er noch van hebben 
overgehouden, beloofde een volmaakt werk te zullen uytlêveren; en daar is tot ver- 
meerdering van roem noch niemant opgestaan, noch in Griekenlant noch in Italien, 
die er het penseel heeft durven aansteeken, of schoon de Schets zeer duydelijk is en 
de omtreken | naauwkeuriglijk zijn getêkent. Den beruchte Redenkonstenaar Cicero 
gewaagt op onderscheyde plaatsen van die heerlyke Venus. Hy leert ons tot hoe ver dat 
den Schilder was gevordert met het Beelt van die naakte waarheyt, daar hy schrijft (a) 
Dat Apelles het Hoofd en de Boezem van de Venus volmaaktlyk had opgemaakt. 

Een Konterfytsel van de grooten Alexander, die den Blixem in de vuyst heeft gevat, 
dat hy voor den Tempel van Diana van Ephesen schilderde, en waar voor hy ses en 
dartig duyzent guldens ontving, was een befaamt tafereel. Het scheen dat de hand des 
Helds, beneffens den Blixem, weezendlijk uyt het stuk voortkwaamen, zijnde noch 
het alderzeldzaamste dat hy alle die mirakelen uytvoerde alleenlijk met de vier hoofd- 
koleuren. Aangaande de twintig Talenten dewelke de bovenstaande som uytmaaken, 
die wierden hem niet eygentlijk betaalt; maar het tafereel wiert beleyt met goude stuk- 
ken, die by of omtrent die soms bedroegen, en daarom wort er getuygt, (b) Dat de prijs 


van dat tafereel niet wiert betaalt na het gewicht, maar na de maat. 
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to create a lilywhite bosom. | The author of this book, in which nothing but painters 
from times immemorial are discussed, will now insert a poem between these ancient 
biographies to brighten up his work somewhat. It is a riddle from which one may guess 
with the greatest probability that it is about two nice breasts. 


RIDDLE 

Two nymphs, who were next-door neighbours, 

kept to themselves, never coming close to each other. 
They were beautiful and chaste, which is rather unusual. 
It is not easy to prove such a claim. 

They flew the nest in precisely the same year 

when both nymphs had some 3 x 5 years. 

But still they avoided each other like the plague. 

They begrudged each other the lovers they conquered. 
Even when a prince passed in their vicinity 

they did not stir at all, looking proud and haughty. 
This went on until the two made peace in harmony. 

It was a sorrowful peace, full of disasters and pressure! 
The couple wept for this peace when it was too late, 
this peace being the source of their unhappiness. 


Pliny, who was kept rather busy by his Apelles, said that the part of this second Venus 
that was completed, and is still in existence, promised to evolve into a perfect paint- 
ing. Its fame was enhanced by the fact that nobody, neither Greek nor Italian, dared to 
touch it with his brush although the sketch was very clear, the drawing of its contours 
being very precise. | The famous orator Cicero mentions this glorious Venus in a num- 
ber of passages. He informs us how far the painter had advanced with this figure of the 
Naked Truth, writing that (a) Apelles had given the finishing touch to the head and the 
bosom of this Venus.° 

A famous painting by Apelles, for which he received 36.000 guilders, was his Portrait 
of the great Alexander holding the lightning in his hand, made for Diana’s temple in 
Ephesus. The hand of the hero with the lightning truly seemed to come forward out of 
the painting, but the most curious thing about it was that Apelles worked these mira- 
cles with the four principal colours only. The sum mentioned equals twenty talents but 
these were not paid to him in the usual way. The scene was covered with golden coins 
approximately equalling this amount and therefore it was said, (b) that the painting 
had not been paid by its weight but by its size. 


69 The quote from Cicero given by DD 74 in a footnote. 
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Noch schilderde hy de Pracht van Megabyses, den Hoogenpriester van de Diana van 
Ephesen; een Clytus te paerd die zich na den strijd haast; een ander grieks Generaal, 
die na zijn Helm wacht, die hem zijn Schildknecht opzet, om op de Vyant los te stuy- 
ven. Wat aangaat den Vader Philippus met zijn Zoon Alexander, op een stuk, die heeft 
hy buyten tel gemaalt. Die van Samos verheffen het Konterfytsel van Habron, dien be- 


(a) UtApelles caput & summa pectoris politissima arte perfecit. Epist. 9. Famil. 1. 
(b) Inste dat het stuk Schildery van Bularchus, waar van hier vooren is gemelt, by het 
Gewicht en niet by de Maat wiert betaalt. 


| faamde verwijfde, wiens dartelheyt hy zo natuurlijk heeft uytgedrukt: die van Rhodes 
zijnen Menander Koning van Karien, en zijnen Anceus door een wild Zwijn gewont: die 
van Alexandryen zijnen Gorgosthenes, een uytmuntent Treurspeelder. By het leeven 
van Plinius waaren er noch veele heerlijke Schilderyen van Apelles in weezen zijnde 
het eerste een tafereel van Kastor en Pollux, beneffens de Overwinning en den grooten 
Alexander: het tweede was een Afbeeldsel des Oorlogs, dat in triomf wiert omgevoert, 
de handen van achteren vastgebonden en Alexander op zijn Staatiekar. Augustus had 
die beyde Schilderyen geheyligt aan de toegangen van de Plaats die zijn naam voert, 
doch zonder eenige pracht en met alle die Eenvoudigheyt, dewelke de Meesterstukken 
vereyschen, die zich zelven ondersteunen, en hun eygen Taal konnen spreeken; toen 
den Keyzer Claudius, zich inbeelde dat hy ze noch een toon hooger zou doen kraaijen, 
indien hy er het hoofd van Alexander uytnam, om er dat van Augustus in de plaats te 
zetten, waar over hy zich niet weynig Schimpdichten op den hals haalde. Noch was er 
een Herkules van zijn maaksel te zien in den Tempel van Antonia, de Dochter van den 
Drieman Antonius. Dat Beeld draayde de Aanschouwers den rug toe, doch een weynig 
over dwars, en dee die schilderachtige kneep zien, om het Aangezicht der persoonen te 
laaten blikken, zonder die in ’t geheel of op de helft aan te toonen, zonder nadeel van 
de gelijkenis. Ook past het ons van te gelooven dat hy om zijn eygen Eers wille, op die 
manier de schoone Hero verbeelde, toen zy haaren Leander op het Zeestrand ontfing, 
en hem afdroogde met haar eyge handen; dewijl hy nu de kleedyen uyt dat Tafereel had 
uytgelaaten, volgens ’s Lands wijze, dewelke was geen Beelden te bedekken, zal men 
zich | niet behoeven te verwonderen zo men er komt by te voegen, dat wijze Mannen 
en deugdzaame Vrouwen, de oogen behooren af te wenden van zulke Tafereelen. 
Noch was er een Paerd by hem zeer natuurlijk gekonterfyt in een penseelstrijd, over 
het welke hy de Dieren tot Rechters stelde, zo dra als hy zag dat de persoonen, die er 
over moesten oordeelen, de zwakheyt hadden van hun stemmen te laaten bekuypen 
door zijn Mededingers. Hy dee dan natuurlijke Paerden komen by dat Schouwspel, 
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He also painted the Pomp of Megabyses, the high priest of Diana from Ephesus; a 
Clitus on horseback hurrying to the battle; another Greek General waiting for his at- 
tendant to put the helmet on his head before turning loose against the enemy. Apelles 
made innumerable paintings with the Father Philip with his son Alexander in a single 
frame. The inhabitants of Samos extol the portrait of Habron, 


(a) UtApelles caput & summa pectoris politissima arte perfecit. Epist. 9. Famil. 1. 
(6) This is different from Bularchus’ painting that was paid by the weight and not by 
the size, as we said before.”° 


| the famous effeminate whose frivolity he expressed in a most natural way. The citi- 75 
zens of Rhodes praise his Menander, king of Caria, and his Ancaeus being wounded 
by a boar; the people from Alexandria cherish his Gorgosthenes, an excellent tragic 
actor. In Pliny’s days there were many more glorious paintings by Apelles that had 
survived. The first of these was a scene with Castor and Pollux, together with Victory 
and Alexander the Great. The second was a Processional image of War with his hands 
fettered on his back and Alexander on a triumphal chariot. Augustus dedicated these 
two paintings to the entrances of the forum bearing his name, doing so without any 
pomp and with the reticence called for by masterpieces that are able to hold them- 
selves and speak their own language. But then the emperor Claudius believed that 
he could bring them to an even higher level, replacing Alexander’s head by the coun- 
tenance of Augustus, which earned him a great many satirical poems. Furthermore, 
there was a Hercules by Apelles in the temple of Antonia, daughter of the triumvir 
Antonius. This figure turned its back upon the spectators but not fully, demonstrating 
the painter’s trick to expose the faces of figures without showing them full face or in 
profile and without diminishing the facial resemblance. We ought to believe that, for 
the sake of his reputation, Apelles depicted the beautiful Hero in this way when she 
met with her Leander on the seashore,”! drying him with her own hands, because the 
painter omitted all clothes from this scene, in accordance with the country’s custom 
to leave human figures uncovered. | This is all the more probable when we remember 76 
that wise men and virtuous women ought to avert their eyes from this kind of scenes. 
Apelles also portrayed a Horse in a very natural way during a painting competition 
in which he appointed animals as his judges, as soon as he noticed that the persons 
who had to pass a judgement were weak enough to have their palms greased by his ri- 
vals. He had life horses brought to the spectacle that remained completely untouched 


70 SeejCw 1:33. 

71 Pliny 94: he also painted a figure of a naked hero. This may have been Leander’s lover but 
it could also have been one of Greece’s many famous heroes. cw took the interpretation 
of hero as Hero and the remark about the scene’s (in-) decency from DD 75, footnote. 
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die koel bleeven staan kyken voor de Schilderyen van zijn Medeschilders, doch fluks 
den eene voor en den andere na geweldiglijk begonnen te briesschen tegens zijn ge- 
schildert Paerd, als of het huns gelijk was geweest. Na die tijd heeft men zich altijds 
beroepen op die eenvoudige Ervaarendheyt, men verliet de menschen als dikmaals 
partijdig, om met de Dieren te raadpleegen, die zo buyten belang zijn in het slaan van 
hun Vonnissen; en dat gaat zo ver dat de scherpzinnige Abderieten, onze Landsluyden, 
zich van geen andere Bediendens in alle hunne borgerlijke Twisten en Rechtsgedingen 
bedienen, als van Paerden en Esels. 

Onder zijn beste Konststukken wiert wel eer getelt eenen Neoptolomeus, een 
Medegezel van Alexander, gewapent tot aan de tanden, en vechtende te paerd tegens 
de Persen. Het is die zelve die naderhant in een tweestryd met Eumenes om een lucht- 
je raakte. Hy schilderde noch eenen Archelaus, Koning van Macedonien, die noch voor 
Alexander wort geplaatst, en al ommers zo een groot Liefhebber van de Schilderkonst 
en van de Beeldhouwing was, als die Vorst: een Antigonus, den Vader van Demetrius 
Poliorcetes op twee verscheyde manieren, eerstelijk gewapent in het Kuras, gelijk als 
imant die na den strijd gaat; en vervolgens eenvoudiglijk te paerd zittende, | zonder 
een Kuras, gelijk als hy in Vreedens tijd voor den dag kwam; doch de Konstkenners en 
de Meesters in die konst gaaven den voorrang aan het laatste stuk, ja zy waardeerden 
het boven alle zijne andere Tafereelen. Eyndelijk schilderde by noch een Diane, in het 
midden van haare offerende Nymfen; een Schildery waar in hy Homeer te boven ging, 
die er hem de stoffe toe had gegeeven in zijn Ulisses dwaaling. Om nu voor’t laatst een 
oprecht Denkbeelt van die grooten Schilders bekwaamheyt te geeven aan den Leezer, 
zullen wy er byvoegen, dat hy onzichtbaare zaaken dorst schilderen, zaaken die geen 
Konstenaar voor zijn Eeuw had ondernomen af te maalen, gelijk als den Blixem, het 
Weerlicht, en den Donder; met een woord, alle die wonderen, dewelke de Grieken na- 
derhant door onderscheyde (a) Benaamingen hebben gaan onderscheyden. 

Gemaklijk is het te bevatten, uyt alles het geene wy hebben gezegt van Apelles, 
dat de Schilderkonst merkelijk profiteerde by zijne uytvindingen, en dat die groote 
openingen dewelke hy aan zijn Tijdgenooten gaf, door de pen en door het penseel, 
oneyndiglijk veele schoone zaaken in ’t licht hebben gebrogt, die men vervolgens zag 
verschijnen. Hy had veele navolgers, grooten en kleynen; maar geen Mensch wist ooit 
zijn geheym in eene zaak te doorgronden, en dat geheym was het maaken van een 
zekere Vernis, die hy op zijn Schilderyen ley, om derzelver kracht en versheyt te bewaa- 
ren, dwars door de Eeuwen. En in der daad, die Vernis was zo fyn en zo doorschijnent, 
dat men die niet kon bekennen ten zy men er de hand op ley van naby, en echter 
haalde hy 


(a) Bronten, Adstrapen, Ceraunoboliam gedoopt, dat zijn op het Nederduyts den 
Blixem, Weerlicht, en Donder. 
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when looking at the paintings of his fellow-craftsmen, whereas one animal after the 
other immediately began to snort enormously over his painted horse, as if it had been 
one of their equals. From that time on, people always came back to this simple experi- 
ence, mistrusting men as being frequently biased, consulting instead with animals that 
are completely unprejudiced when passing their judgements. The sharp-witted people 
from Abdera,’? our compatriots, even go as far as appealing to no other personnel than 
horses and donkeys when having civil disputes and lawsuits. 

In Apelles’ days a Neoptolomaeus, one of Alexander’s companions, who was armed 
to the teeth and who fought the Persians on horseback, was considered one of his best 
works of art. Later this man lost his life in a duel with Eumenes. Apelles also painted 
an Archeläus, king of Macedonia, who lived earlier than Alexander and who loved the 
arts of painting and sculpture as much as Alexander did. He also painted Antigonus, 
the father of Demetrius Poliorcetes, in two different ways: wearing his cuirass as if he 
was about to go to war in one painting and, in another painting, on horseback without 
his cuirass, | as he used to present himself in times of peace. Connoisseurs and masters 77 
of the art of painting preferred the second one, appreciating it more than all his other 
works. Furthermore he painted a Diana surrounded by her sacrificing nymphs. This 
painting surpassed Homer whose Odyssey had provided him with the subject. To con- 
clude this biography we will give our readers an unbiased image of the abilities of this 
great painter, adding to what we presented above that he was brave enough to paint 
invisible phenomena, which no earlier artist had dared to do, such as thunderbolts, 
lightning and thunder, in brief all the natural wonders that the Greek later began to 
distinguish with (a) different names. 

From what we said about Apelles, it is evident that the art of painting profited 
greatly from his innovations. From then on, the great chances his pen and brush of- 
fered his contemporaries generated the creation of countless beautiful things. He had 
many followers of greater and lesser importance, but nobody ever fathomed one of 
his secrets, to wit the preparation of a certain varnish he applied to his paintings for 
keeping them strong and fresh, withstanding the centuries. Really, this varnish was so 
thin and translucent that one could not see it until one came closer and touched it, but 
this concoction 


(a) They called them Bronten, Adstrapen, Ceraunoboliam, which is in Dutch Blixem 
[thunderbolt], Weerlicht [lightning], and Donder [thunder]. 


72 Greek town, renowned for the silliness of its inhabitants. jcw used Abdera as anagram for 
Breda(a) where he lived for some years. 
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| groote voordeelen uyt die ’t zamenstelling. Voor eerst kon er het stof noch eenige 
onzuyverheyt plaats op grypen, tegens welke twee vyanden der Schilderyen, met Gom 
of Lymverf, volgende de wijze dier Eeuwen gemaalt, zo min konden bestaan, als een 
Troep onnoozele Duyven kan bestaan tegens de op den Roof uytsnorrende Arenden, 
en die Vernis was, om zo te spreeken, den kampioen die de Maagdelijke zuyverheyt 
dier zwakke Konsttaferelen verdêdigde. Ten tweede, vermaakte en onderschepte hy 
daar door het gezicht der Kykers, die, langs de weeromstuyting des Vernis te maklijker 
de voorwerpen konden onderscheyden. Ten derde, verzachte hy merkelijk zijn 
Konststukkken, en gaf aan zijn vleeschkoleuren dien molligen toon, die zo aangenaam 
is in de Schilderyen; ja zo veels te meer aangenaam is, dewijl onze oogen schemerende 
en verblint door de krachtige, schoone en onderscheyde koleuren, niet in staat zijn om 
lang daar tegens te bestaan, noch er behoorlijk over te konnen oordeelen. Nu is het een 
Tegelijk bekent, dat er niets meer de zaaken verzacht en maatigt, als die door een Glas 
te beschouwen, op een zekere tusschenwijdte, en die mirakelen dee het Vernis van 
Apelles. Met een woord, die Vernis onderschepte het Gezicht, verzachte de heldere ko- 
leuren, en verhoogde en gaf een luyster aan de vaadsche verwen. Maar wy oordeelen, 
dat we ons reeds genoeg hebben uytgebreyt over dien verdienstigen Konstenaar. 


Tijdgenoten van Apelles 
Een van zijn vermaardste Tijdgenooten was Aristides van Theben. Om de waarheyt 
niet te misdoen, hy bezat die Aardigheden of die Bevalligheden niet op dezelve hoogte 
als Apelles die bezat; maar hy was den eerste, die door veel geest en door geen minder 
arbeyt zich zekere en vaste Regelen wist te verkrijgen om de Ziel | en om de innerlijk- 
ste gevoelens der Menschelijke natuur af te schilderen. Dat noemden de Grieken de 
Zeeden, en dat doopen wy de Hartstochten te schilderen. Nu munte hy te zelver tijd uyt 
in de krachtige en geweldige, zo wel als in de zachte Hartstochten; alhoewel dat er iets 
hart en wreet was in zijn vleeschkoleuren. Hy schilderde onder andere Tafereelen een 
verwonderlijk stuk van de verwoesting eener stad, waar in hy een stervende Moeder, 
tot er dood toe door een Ponjaart steek in haaren Boezem gewont, had verbeelt, dewel- 
ke in het midden van alle die verschrikkelijke voorwerpen die zy zag, en der smarten 
die zy gevoelde, noch bezorgt scheen te weezen voor een overgebleeve Kind, dat aan 
de Borst kroop om te zuygen. Maar de stervende Moeder was noch meer bezorgt voor 
dat nieuw gevaar, en scheen te vreezen dat het Wicht bloed mogt komen te nutten in 
stee van melk, een gevaarlijke Drank voor jonge Zuygelingen. De Ouden waaren zo 
bekoort door dat Tafereel, dat zy het hebben opgebazuynt door verscheyde Gedichten, 
die ons noch zijn bygebleven uyt de algemeene verwoesting der Aloudheyt. Een der 
Puntdichten, over dat voorwerp opgestelt, zegt dat de Liefde van een Moeder herleeft 
in het Graf. De hedensdaagsche Schilders hebben dat Tafereel met zo veel oordeel als 
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| had great advantages. Firstly, dust or any other pollution could not settle on this 78 
varnish, whereas paintings made with Arabic gum or distemper, as was customary in 
those days, were as defenceless against these enemies of paintings as a flight of inno- 
cent doves are helpless against rapacious eagles. This varnish was the champion, so to 
speak, that defended the virginal purity of those frail works of art. Secondly, Apelles 
influenced and ameliorated the perception of the spectators who could distinguish 
the rendered objects more easily, thanks to the reflection of the varnish. Thirdly, he 
made his works of art softer, giving his flesh colours that tender tone that is so pleas- 
ing in paintings, certainly because our eyes cannot endure strong, pure and unmixed 
colours or judge them properly when they flicker and blind our eyes. It is generally 
known that nothing softens and mitigates these effects better than looking at them 
from a certain distance through a magnifying glass,” and Apelles’ varnish worked the 
same miracle. To be brief, this varnish influenced the perception, softened the bright 
colours and gave splendour to the faded ones. But we think we said enough by now 
about this meritorious artist. 


Apelles’ contemporaries 
One of Apelles’ most famous contemporaries was Aristides from Thebes. To be hon- 
est, he did not completely equal the elegance or grace of which Apelles was a master 
but, thanks to his bright mind and persistent labour, he was the first to get a thorough 
grasp | of some certain and infallible rules for the depiction of the soul and the in- 79 
nermost feelings of the human mind. The Greeks called this ethics and we gave it the 
name of the depiction of emotions. He was excellent in strong and violent emotions 
as well as in tender ones, but his flesh colours were somewhat hard and harsh. Among 
other works, he painted an amazing scene of the Destruction of a city, in which he 
depicted a dying mother who had been fatally stabbed in her breast with a poniard. 
Amidst the many terrible things she saw and the pain she experienced, she seemed to 
be concerned mostly about her surviving child that clung to her breast to suck it. But 
the dying mother seemed to be anxious about this new danger, fearing that the infant 
would consume blood instead of milk, a harmful drink for babies. The ancients were 
so captivated by this scene that they cried it up in a number of poems that survived 
the overall devastation of antiquity. One of the epigrams composed on this subject 
concludes that a mother’s love is resuscitated from the grave. The painters of our time 
emulated this scene in their compositions with judiciousness and wit.” Peter Paul 


73 Jcw:een Glas. In Dutch a glas mostly means a drinking-glass which doesn't make sense in 
this context. DD 77 has: regarder avec un verre; a footnote makes clear that a magnifying 
glass was meant. 

74 This remark copied from DD 78 who gives an example not mentioned by Jcw 79: Ily a un 
Tableau dans la Pest-huys a Leide sur ce sujet, qui est admirable. 
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geest achtervolgt in hunne Ordonnatien. P P Rubens heeft diergelijke Hartstochten 
verwonderlijk waargenomen, en wel inzonderheyt in zijn Kindermoord, welke 
Ordonnantie in de uytdrukking der Hartstochten niet behoeft te wijken voor eenige 
aloude Grieksche of Romeynsche Konstschilders. Wy zullen de andere Schilders die 
in dat adelijke gedeelte der Schilderkonst hebben uytgemunt op hun Beurt oproepen, 
en ons als noch een wijl houden by de aloude Grieken. Den grooten Alexander, die als 
| betovert scheen op het zien van Iet fraais, kogt dat Tafereel, en beval het te vervoe- 
ren na Pella, zijn geboorteplaats. Den zelve schilderde noch de Bataille van Marathon, 
die befaamde Overwinning der Grieken op de Persen, en hy ordonneerde tot hondert 
Beelden toe op een Tafereel, tegens hondert Dukatons ieder Beeld, volgens een akkoort 
geslooten en ondertêkent tusschen hem en den Tieran Mnason, die op die tijd heer- 
schte te Elatea, een stad op heden genaamt Turchocori. Ook schilderde hy Wagens met 
vier Paerden in ’t front, in 't snelste van hunne loop; eenen Smeekeling op beyde knien, 
zo natuurlijk uytgedrukt, dat de woorden van zijn tong scheenen te rollen; Jagers die 
met hun vangst belaaden na huys keeren, alzo vergenoegt als vermoeit; een Leontion, 
een Schilder, met het penseel in de hand voor zijn werk; eene Biblis, zo wel bekent in de 
Fabelen van Naso, stervende door het gewelt van een hêvige en strafwaardige Liefde, 
die zy had opgevat voor haaren eygen Broeder; eenen Bacchus en eene Ariadne, de- 
welke een geruyme tijd het wonder van Romen zijn geweest, geplaatst in den Tempel 
van Ceres; eenen Treurspeelder, met zijnen Leerling, welk stuk ten tijde van Plinius 
noch te zien was in den Tempel van Apollo. Doch dat stuk wiert in de grond bedurven 
door de onkunde of liever door de beestachtige domheyt van een zeker Schilder, aan 
den welken M. Junius toen Hoofdschout, bevoolen had dat Tafereel schoon te maaken, 
of op te helderen, tegens de Apollinarische Speelen, om het als dan te plegtiglijker te 
vertoonen. Dus heugt het ons, dat en zeker Lystemaaker, een konstkoopende Guyt, 
Meester Klaas genaamt in de wandeling, een paar heerlijke stukken in de pan hakte, in 
de Kerk van de Abdy van Sint Michiel binnen Antwerpen. Het keurlijkste van die twee 
| Schilderyen is een stuk van Rubens gepenseelt te Romen, en naderhant geplaatst in 
die voornoemde Abdy, verbeeldende de Maagd Maria, met het kind Jesus, omringt met 
Engelen alle in onderscheyde gestaltens van aanbidding. Ter zyden ziet men eenige 
Heyligen recht op staande, en onder andere een Santinne, bygenaamt het Vrouwtje 
met den langen Arm, verzelt met den Paus Sint Gregorius, en met Sint Mauritius, als 
een Krygsman gewapent, alle die Figuuren zijn geordonneert op een uytneemende 
grootsche wijze, en geschildert op de manier van Paulo Veronese. Het tweede Tafereel is 
een wakker stuk, dat met zijn hoofd het verwulfsel raakt, geordonneert en geschildert 
by Erasmus Quellinus, een braaf Schilder die insgelijks den Refter, dat is de Eetsaal, 
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Rubens observed this kind of emotions amazingly well, especially in his Massacre of 
the innocent children,” a composition that does not yield to the work of any ancient 
Greek or Roman painter as far as the expression of emotions is concerned. We will 
mention other painters who excelled in this noble aspect of the art of painting when 
their turn has come, now concerning ourselves for the time being with the ancient 
Greeks. | Alexander the great, who could fall under the spell of beautiful things he saw, 80 
bought Aristides’ painting and had it transported to Pella where he was born. Aristides 
also painted the Battle at Marathon, the well-known victory of the Greeks over the 
Persians and he included no less than a hundred figures in this one composition, as was 
agreed in a signed contract between him and the Tyrant Mnason, who then reigned 
over Elatea, a city presently called Turchocori. Furthermore he painted Chariots drawn 
by four horses at top speed; a Suppliant on his knees whose entreaty was expressed so 
naturally that the words seemed to flow from his tongue; Hunters who, burdened by 
their rich spoils, go back home, feeling no less pleased than fatigued; Leontion, a paint- 
er at work holding his brush;’6 Byblis, well-known from Ovid’s fables, who died through 
the fatal force of the intense and guilty love she nourished for her brother;”’ a Bacchus 
and an Ariadne in Ceres’ temple, seen for many years as Rome’s wonder; a Tragic actor 
with a pupil, a painting that in the days of Pliny was still to be seen in Apollo’s temple. 
This work, however, was spoiled thoroughly through the ignorance or rather the beast- 
ly stupidity of a certain painter who had been ordered by Marcus Junius, who then was 
the head sheriff, to clean it or make it somewhat brighter to enhance the solemnity 
of its presentation during the approaching Apollinarian games. This reminds me of 
a certain fellow commonly called master Klaas, a picture-framer and art dealer who 
butchered some glorious paintings in the abbey church of Saint Michael in Antwerp.”8 
| The finest of these two paintings is a work from Rubens’ brush that he made in Rome 81 
and later brought to this abbey; it shows the Virgin Mary with the little Jesus, surround- 
ed by angels adoring her in many different ways.’9 On the left and right there are some 
saints, standing upright. One of these is a female saint, nicknamed the long armed 
woman, and she is in the company of Saint Gregory the pope and Saint Mauritius who 
is armed as a warrior. These figures are arranged in a grand and excellent way and are 
painted in the style of Paolo Veronese. The second work was quite some painting, its top 
touching the vault. It was invented and executed by Erasmus Quellinus, a meritorious 


75 P.P. Rubens, Massacre of the Innocent, Munich, Alte Pinakothe, panel, 198,5 x 302,2 cm. 

76 Apparently jcw decided that this Leontion had to be identical with the mistress of 
Epicurus; see Pliny 99: Leontion, the mistress of Epicurus; see also jcw 1:144. DD 78. It is 
unclear why Durand changed Leontion into a male painter at work. 

77 Pliny 99:a Father Liber also, and an Artamene, two fine pictures now to be seen in the Temple 
of Ceres at Rome. It is unclear why DD 78 mentions other subjects. 

78 Compare JCW 1185. 

79 P.P. Rubens, Madonna and child with four Saints, 1608, Grenoble, Musée de Grenoble. 
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van die vermaarde Abdy heeft beschildert. Die twee schoone Schilderyen heeft dien 
gryzen Dief zo schelmachtig schoon gemaakt, dat men het panneel van het stuk van 
Rubens, en den doek van het tafereel van Quellinus, op onderscheyde plaatsen ziet 
doorblinken. Een zekere Konstenaar vroeg eenmaal aan dien Bedrieger, Hoe het kvam 
dat hy ondernam Schilderyen schoon te maaken, daar hy zo wiskonstiglyk ondervond dat 
hy ze alle in de pan had gefricasseert, die tot op die tyd toe vervallen waaren onder zyn 
verwoestende klaauwen? waar op hy alleenlijk antwoorde; Myn Heer, daar wort veel ge- 
daan om den Broode. Een antwoort zo wel de Galg als een huysbraak het Rad verdient. 
Maar laat ons noch een poos den Rol van Aristides vervolgen, wy zullen gelegendheyt 
genoeg hebben om in het vervolg die Apokryfe konstbedervende Deugenieten te ont- 
kleeden, en te ontleeden. Noch penseelde dien Aristides een Gryzaart in den Tempel 
der getrouwheyt, op het Kapitool, welke Gryzaart een Lier in de hand had gevat, om op 
dat Instrument een | Jongeling te onderwyzen. Eyndelijk en ten laatsten schilderde hy 
noch eenen Zieken, den welken noch leefde ten tijde van Plinius, welk Tafereel van de 
geheele Weerelt wiert geéert en geroemt. Die groote Man was zeer bekwaam om beyde 
de Ziels en de Licghaams kwyning uyt te drukken door het penseel, zo dat den Koning 
Attalus, een groot kenner dier zaaken, geen zwaarigheyt maakte om aan dien Schilder 
hondert en vyftig duyzent guldens te geeven voor eene Schildery, en dat alleenlijk om 
dat die Schildery een uytdrukking van die natuur vervatte. 

Protogenes was een Tijdgenoot van dien Aristides en van Apelles; gelijk als wy reeds 
hebben gezegt, en gevolglijk is alhier de tijd en plaats om er van te spreeken. Hy was 
geboortig van Caune, in het Pereesch gebied, op die tijd afhankelijk van het gemeene 
best der Rhodiers. De bystere groote armoede in den beginne, en de uyterste vlijt met 
dewelke hy schilderde, ontnamen hem de gelegendheyt van zich te vervrolijken, of 
veele konststukken voort te brengen, derhalve heeft hy maar een kleyn getal Tafereelen 
nagelaaten. Niemant weet by wien hy heeft geleert, ja daar wort getwijfelt of hy wel 
ooit by lemant is onderweezen. De zommigen verzekeren dat hy tot op zijn vyftigste 
jaar een Scheepenschilder is geweest met de groote kwast, welke scheepen op die zo 
wel als op de tegenwoordige tijden met de koleuren des Regenboogs wierden bemaalt; 
en daar van geeven zy deeze Reden, dat hy by die van Athenen gebruykt wordende 
om de Schilderyen van Minervas portaal te schilderen, alwaar hy de twee vermaardste 
Scheepen, toegeheyligt aan dat gemeene best, konterfeyte, hy er by wyze van Lysten 
of Cieraaden, kleyne Barken of gemeene Galiooten byvoegde, met hun staande en 
loopent Want, om aan de geheele Weerelt aan te toonen uyt welke geringe | begin- 
selen hy was opgesteygert tot dat Toppunt der volmaaktheyt. Want wie zou anders 
hebben konnen zeggen, dat een gemeen Verwer of Kladschilder van Galeyen, was op- 
geklommen tot het beschilderen van Minervas portaal, en dat hy door de mirakelen 
van zyn Konstpenseel de eeuwigduurende toe juycghingen van het verstandigste Volk 
des Aardbodems had weeten te verkrygen? 
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painter who also decorated the refectory, the dining room of that famous abbey.®° This 
grey-haired thief cleaned these two paintings so roguishly that one could see the panel 
of Rubens’ and the canvas of Quellinus’ work in a number of places through the paint 
layer. A certain artist once asked the fraud how he could venture to clean paintings, 
since experience had shown unambiguously that he butchered every work of art he 
laid his ravaging claws on. But his only answer was: Sir, one does a lot to make a living. 
This answer deserves the gallows, no less than burglary deserves the wheel.*! But let 
us continue the biography of Aristides. Here after we will have ample opportunity to 
unveil and analyse those apocryphal art spoiling good-for-nothings. One of Aristides’ 
works was a Greybeard holding a lyre to instruct a young man in playing it, hanging in 
the temple of Faith on the Capitol. | Finally he painted an Ailing man who wasstillalive 82 
in Pliny’s days, a painting that was honoured and praised by all the world. This great 
man was most able to render the languor of both body and soul with his brush, and 
therefore king Attalus, who was a great connoisseur of these matters, saw no problem 
in paying this painter one hundred and fifty thousand guilders, just because there was 
an expression of this nature in this painting. 

As we said before, Protogenes was a contemporary of Aristides and Apelles and con- 
sequently we should discuss him here and now. He was born in Caunus in the region 
Peraea, then subordinate to the commonwealth of Rhodes. The extreme poverty of his 
early years and the utmost diligence with which he practiced his art made it impossi- 
ble to take time off for enjoyment or to create a great many works of art. Consequently, 
he left not too many paintings behind. It is unknown who was his teacher and there 
is some doubt about him having been taught by anybody at all. Some people say that 
he painted the wood of ships, until he was fifty years of age. Then as well as now, these 
ships were painted in all colours of the rainbow. This notion was based on the fact that 
he made frames or ornaments consisting of barques or common galliots with their 
standing and running rigging around the paintings the citizens of Athens had com- 
missioned from him?®? for Minerva’s gallery. Here he portrayed The two most famous 
ships that were dedicated to the Athenian commonwealth. Supposedly, these frames 
showed the whole world the humble origin from which he had risen to this acme of 
perfection. | What else could have been the reason for people to say that a common 83 


80 On his works in this abbey, see: Jcw 111:311-312. 

81 See also JCW 1:261-262. 

82 Pliny101: he has added in the side pieces of the picture, by painters called ‘parerga’, several 
small ships of war. 

83 Pliny 101: Paralus and Hammonias, known by some as the Nausicaa. Pliny 101 (note): sup- 
posed by Sillig to have been an allegorical painting representing two of the sacred ships 
of the Athenians; but to have been mistaken in later times for a picture of Ulysses and 
Nausicaa … Paralus (is) said to have been the first builder of long ships, or ships of war. 
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Zyn Schildery verbeeldende Jalysus dewelke by het leeven van Plinius noch in den 
Tempel der Vreede te Romen ophing, is een van zijn beste stukken. Hy had dien Held 
verbeelt als een Jager, die ’t zedert een lange reeks van jaaren op dat Eylant wiert 
geeert. Men zegt dat Protogenes, zo lang als hy met dat Tafereel bézig was, niet anders 
nuttigde als in water gekookte Lupijnen, een soort van platte bittere Erreten, om het 
Licghaam door schraale Kost te verdédigen tegens den Honger en den Dorst, bevreest 
dat hy door een krachtiger voedsel de vlugheyt zijns geests mocht komen te verstom- 
pen, welke vlugheyt zo nootzaakelijk is tot het verkrijgen van de onsterflijkheyt. Ook 
wort er bygevoegt, dat hy, om zijn (a) Schilderyen voor eenige Eeuwen te bewaaren, en 
in een geduurige schoonheyt te onderhouden, zijn schilderyen viermaalen met vier 
onderscheyde gronden overschilderde, op dat als de eene grond mocht komen te ver- 
vallen, de tweede de eerste mocht opvolgen, en zo | vervolgens tot aan de laatste grond 
inkluys. 


(a) Dus luyden aldaar de woorden van Plinius, waar aan wy ons Zegel niet zullen 
hangen. Het is wel te begrypen dat een Schildery die mals in de Verf wort geschil- 
dert, langer zal duuren; maar het is onbegrypelijk, dat als de eerste grond komt te 
vervallen, de tweede deszelfs plaats inneemen, en zich met de eerste grond zou 
konnen inlyven. Daarenboven vraagen wy aan Plinius, of het Schuym van den 
hond door het Geval voortgebrogt, ook bestont uyt vier onderscheyde gronden? 
Plinius spreekt er niet van, en wy zullen het ook zwygen. 


Doch dat is het eenigste wonder niet, dat er wort verhaalt van dat Tafereel, daar stont 
ook een hond op gekonterfyt, die zo veels te verwonderlijker was, dewijl het geval meer 
deel had aan deszelfs volmaaktheyt, als de Konst. Protogenes had dien Hond met zeer 
veel aandacht en vlyt geschildert; ook mishaagde hem dat Dier niet, noch wegens de 
gestalte, noch wegens de koleur, maar hy vond zich verlégen in een punt, dat was hy 
zag geen kans om het schuym, dat uyt den muy] van die Beesten loopt wanneer zy ver- 
moeit zijn, natuurlijk te schilderen; en volgens zijn Begrip feylde er dat maar aan, om 
het stuk op te maaken. Hy viel dan te schilderen en te denken, en rondom dat schuym 
zo sterk te zweeten als het voorwerp, doch of hy rad of dat hy langzaam penseelde, het 
schuym beviel hem niet, en het was gestadiglijk het Liedje van Jerusalem, al weer van 
vooren af aan. Eyndelijk kreeg den Schilder zijn arme zinnen, het gedult ontschoot 
hem, en hy vergrimde zich tegens het Tafereel, en tegens zich zelven, hy poogde om 
de natuur te doen gelijken, en de Konst te doen verzwinden; maar daar was geen kans; 
het scheen hem toe dat hy zich al te veel over het schilderen van die schuym had ver- 
pijnt; en zich van de waarheyt had verwydert, door het meenigvuldig overschilderen. 
Niet dat de schuym niet wel geschildert was in het algemeen, maar hy kon het er niet 
in zien, hy oordeelde die niet gelijk te zijn aan het natuurlijk schuym van een heygen- 
de Hond; en die Schilder was zo straf en moeielijk, dat hy zich niet liet bevreedigen 
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painter and dauber of galleys had risen to decorating Minerva’s gallery, a man who 
earned the everlasting acclamations of the wisest people on earth with the miracles 
wrought by his brush? 

Protogenes’ painting of Jalysus, that in Pliny’s days was hanging in the temple of 
Peace in Rome, is one of his best works. He depicted this hero as the hunter who has 
been venerated on that island since a long time.84 It is said that Protogenes did not 
eat anything but lupine beans, a kind of thin and bitter peas boiled in water, as long 
as he was working on this painting. He did so to ward off hunger and thirst from his 
body by eating scanty food, fearing that more substantial meals might blunt his agile 
mind, an indispensable quality for obtaining immortality. Another tradition says that 
he painted his works over four times with four different ground layers to preserve his 
(a) paintings and maintain their beauty through the centuries, hoping that the next 
layer would replace the first one if it had deteriorated, and so on until the last ground 
layer.85 


(a) This is what Pliny says, but we will not affix our seal to his words. It is easy to 
understand that a painting made with a loaded brush will survive longer, but 
it is incomprehensible that the second ground layer would replace the first one 
and unite itself with it when the first ground is deteriorating. We might ask Pliny 
if the foam of the dog that was created by chance consisted of four layers also. 
Pliny does not touch the subject and we too will remain silent about it. 


| But this is not the only miracle story circulating about this scene. It included a dog 84 
that was all the more amazing because chance contributed more to its perfection than 
art. Protogenes painted this dog with great care and industry but it displeased him all 
the same, not because of its shape or colour but because he was embarrassed by his 
inability to make the foam, that comes dripping from the muzzle of these animals 
when they are tired, look natural. In his opinion the painting was incomplete without 
this finishing touch. He began to paint and ponder, troubling himself over the foam 
until he was sweating as heavily as his dog. The foam was not to his liking, whether 
he painted quickly or slowly and therefore he began all over again and again, not un- 
like the song about Jerusalem.®®At last the painter lost his senses and his patience, 
he grew angry with the painting and with himself. He hoped to equal nature in his 
work and to make art disappear from sight but he had not the slightest chance. He 


84 From the following it becomes clear that the island of Rhodes is meant. 

85 Pliny 102 (note, quoting Wornum's dictionary): these four times most probably were, the 
dead colouring, a first and a second painting, and lastly, scumbling with glazing. This seems 
to describe early modern painting rather than ancient art. 

86 Unidentified. 
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door de waarschijnlijkheyt in de Schilderkonst, maar hy wilde met kracht en gewelt 
de waarheyt verbeelden. Door die naauwkeurigheyt dan gepynigt, dewelke het grond- 
beginsel der volmaaktheyt is, had hy | dikmaals dat schuym met een Spons uytgewischt; 
dikmaals had hy op nieuws dat schuym aangelegt; en dikmaals had hy zyn penseelen 
verandert, om te zien of het met dat schuym beter zou lukken. Eyndelijk na veel 
mislukte onderneemingen, ziende dat hy den Hond niet kon doen schuymen na zijn 
zin, vergrimde hy zich zo boven maate tegens dat deel des Honds, waar op zijn konst 
schipbraak had geléden, dat hy half desperaat tegens die schelmse schuym zijn Spons 
gooide, welke Spons door allerley verf doortrokken, zijn voornemen zo gelukkiglijk 
uytvoerde, dat hy door het geval verkreeg het geen de Konst hem weygerde, zijnde het 
schuym zo natuurlijk geworden door die Gooi, dat hy zich vergenoegde in alle deelen. 
Dat geval is meer dan eens gebeurt, zo het ons vrystaat van aan Plinius te moogen 
gelooven. Den Schilder Nealcus is al ommers zo gelukkig geweest in zijn gramschap, 
als den Schilder Protogenes. Hy had een paerd geschildert verhit en buyten adem, be- 
neffens een kaerel die het vasthielt by den toom, en tegens de borst streelde, en hy was 
over dat Tafereel, het schuym uytgezondert, gants voldaan. Wat gebeurt er hy grijpt 
insgelijks de Spons, en gooit toe by den ruys; en de spijt en de spons voleyndigen die 
verbeelding, dewelke het penseel en den geest te vergeefs hadden ondernomen. 

Om weder te keeren tot Protogenes, daar wort verzékert, dat den Koning Demetrius, 
dien Verôveraar der steden, Rhodes belegerde, doch ziende dat hy die stad niet kon 
winnen dan langs dien kant, alwaar den Schilder arbeyde, en zijn stuk van Jalysus 
beruste, hy liever verkoos de stad te spaaren, dan dat heerlijk Konststuk te vernielen. 
Zo dat men alhier mag zeggen, dat de achting voor de Schilderkonst op die tijd de over- 
hant | had op de zucht na de overwinning. Die Schilder hielt zich op, gelijk als wy reeds 
hebben aangeraakt in onze Inleyding, in de Voorstad, waar in hy een Huysje bezat, 
en een kleyn Tuyntje rijk was, (wat of de Schilders toen uytvoerden met die groote 
sommen, want met stichte op die tijd geen Kloosters noch Hospitaalen?) alwaar hy zo 
gerust zat te schilderen in het midden van het gekletter der Wapenen, gelijk als wy wel 
eer de Heremyten gerust en zorgeloos hebben zien zitten, in de Brabandsche Bosschen, 
onder de voorgaande Oorloogen tusschen Willem den derde, en Lodewyk den veertien- 
de. Den Koning Demetrius gaf hem eenige van zijn Gardecorps tot zijn Sauvegardens; 
en hy kwam van tijd tot tijd hem zien schilderen, meer voldaan over het zien baaren 
van die penseel-schoonheden, dan over den voortgang van zijn Belégering. 

Ook bedienden zich de Bezetting en de Borgers van Rhodes, konstiglijk en staat- 
kundiglijk van des Konings liefde voor de Schilderkonst, om hun stad te spaaren, en 
Protogenes Tafereel te behouden. Dat heerlijk Konsttafereel was op die tijd toegeheyligt 
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thought he had strained himself too much over depicting the foam, drifting away from 
truth by frequently painting it over. This does not mean that the foam was painted 
poorly, but Protogenes could not believe in it. He saw the painted foam as different 
from the natural foam of a panting dog, and the painter was so strict and demanding 
that he could not satisfy himself with probability in art. With might and main he tried 
to capture reality. Strained by the strictness that is the foundation of perfection, | he 85 
sponged out the foam a number of times, and every time he began anew. He took new 
brushes frequently, to see if these would bring him success. But at last, realising after 
so many failed attempts that he could not make the dog drivel as he wanted, he grew 
so angry with the part of the dog on which his art had shipwrecked that he despairingly 
threw his sponge at the unruly foam. This sponge, being saturated with many different 
pigments, executed his plan with so much good luck that chance gave him what art 
withheld. The throw made the foam so natural that it satisfied the painter completely. 
Something comparable happened more than once, if we may believe Pliny. The painter 
Nealcus was as fortunate in his wrath as Protogenes had been. He painted a horse that 
was hot and out of breath with a fellow holding it at the bridle who stroked its breast, 
a painting that pleased him completely, the foam excepted.®” And what happened? He 
also took his sponge, threw it at random and then his anger and the sponge completed 
what his brush and mind had tried to do in vain. 

To come back to Protogenes: when king Demetrius, the conqueror of cities who 
besieged the city of Rhodes, realised that he could take that town only from the side 
where the painter's studio was and where his Jalysus was kept, he preferred the sal- 
vation of the city to the loss of this glorious work of art. So we are assured, and we 
may conclude that in those days the respect for the art of painting prevailed over the 
craving for victory. | As we said already in our Introduction,®® the painter stayed ina 86 
suburb where he owned a small house with a garden. We wonder what painters used 
to do with the large sums they earned, since they did not found convents or hospitals 
in those days. Here he was painting amidst the clash of arms, as quiet as the care- 
free and easygoing hermits we once saw in the Brabant forests during the last war 
between William 111 and Louis x1v.8° King Demetrius gave Protogenes some soldiers 
of his guards regiment as his sentries and from time to time he came to see him paint, 
getting greater satisfaction from witnessing the birth of these beauties of the brush 
than from the progress of his siege. 

The garrison and the inhabitants of Rhodes made artfully and tactfully use of 
the king’s love for the art of painting, hoping to spare the town and save Protogenes’ 


87 Pliny 104: a man holding in a pair of horses and soothing them with his voice. 

88 jcw Inleyding, 6. 

89 Either the Nine Years’ War (1688-1697) or the War of the Spanish Succession (1702-1713). 
Compare JCW 11:51 about Jan Lievens’ behaviour. 
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in de Voorstad in een opentlijke plaats, zeer sterk uyt zich zelve, en verdédigt door een 
hoop Krygsvolk van de Bezetting, dewelke men altoos kon aflossen, en welk Volk was 
gelast van die plaats te verdédigen tot den laatsten Man. Zo dat dien Winnaar der ste- 
den die stad niet kon veroveren dan door het vuur; dat hy wel wilde vermijden, door 
de hevige zucht, die hy had opgevat om zich meester te maaken van dat alom befaamt 
en verheerlijkt Konsttafereel. Op die tijd dan, dat hy dien hoek begon te bestormen, 
met alle zijn Krygsinstrumenten, kwamen er eenige Gedeputeerden of Afgezondenen 
uyt de stad afzakken na het Leger, dewelke hem het ongelijk dat hy zich zelven zou 
aandoen voorhielden, indien hy volharde in | die onderneeming. Waar mee doch houd 
ghy Uw op, doorluchte Vorst, (spraaken die Gezanten) in dit stads gedeelte, beneffens het 
Konststuk van Protogenes te willen verwoesten? Wat zult ghy er by winnen wanneer alles 
is in de assche gelegt? Ghy zult noch aan den anderen kant Muuren, also ontzacghlyk als 
deeze Buytemuuren, ontmoeten. Zou het niet glorierijker voor Uw zyn ons te bestormen 
van een andere zy, om daar door dat Meesterstuk van onze Schilder te bewaaren voor Uw, 
of voor ons? Want zo ghy het bemachtigt langs dien weg die wy Uw aanwijzen, dan zullen 
wy ons aan Uw overgeeven op Genade of Ongenade, en ghy zult over ons en over onzen 
Jalysus triomfeeren, in het Gezicht des Weerelds; daar in tegendeel indien ghy volhart in 
dat gedeelte te willen verbranden, alwaar die Schildery berust, en dat ghy dan noch daar 
en boven het ongeluk krygt van het hoofd te stooten tegens onze overige sterktens, neem 
dan wel acht, dat men niet uytgille door de gantsche Weerelt, dat ghy de Rhodiers niet 
hebbende durven bestormen op een edelmoedige wyze, ghy Uw behulp hebt op den tuyl 
gehouden met het beoorloogen van eenen Schilder, en van eenen (a) Dooden. Daar was 
niet meer noodig na die Aanspraak om des overwinnaars grootsche Ziel te piqueeren 
wegens het punt van Eer, en om hem te beweegen zijn eygen roem te bezorgen door 
het beveyligen der vrye Konsten. 

Wat er van zy, die ongemeene gesteltenis waar in Protogenes zich bevond, heeft van 
hem doen zeggen, ten opzichte van een schildery dewelke hy toen op den Schilderesel 
voor zich had, dat die was geschildert onder den Degen, dat is, onder het gerammel der 
Wapenen, en in het gezicht van wonden en van lyken. Dat stuk verbeelde een 


(a) Namelijk Jalysus. 


| Woudgod of Satyr, door de bank bekent by den naam van den Boschgod Anapauomenes, 
dat is, die rust, ook was hy gezeten leunende tegens een Boom, en op dat er niets aan 
zijn verzekerdheyt zou ontbreeken, waar in hy zich bevond in het midden der vyanden, 
had hy een fluyt in de hand als een Harder die zich vermeyt aan den voet van een 
oude Eykenboom, onder het bezingen van de Gonstbewijzen zijner Harderin, of de 
Zoetigheden van het Boerenleeven. Den historieschryver Strabo houd zich byzonder- 
lijk op met de beschryving van dat Tafereel. Hy schryft dat den Boschgod leunde tegens 
een Zuyl, op dewelke hy een zittende Patrijs zo natuurlijk had afgemaalt, dat de meeste 
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painting. This glorious work of art was placed in a public building in the suburb, a very 
strong place, defended by a body of soldiers of the Rhodian garrison. These soldiers, 
who could be replaced whenever need would be, were instructed to hold that place 
until the last man. Consequently, the conqueror of cities could only take the town by 
fire, which he wanted to avoid because of his arduous desire to take possession of this 
widely admired work of art. When he began to storm this quarter with all his military 
material, a delegation of citizens came out of the city to the army, confronting him 
with the injustice he would inflict upon himself when he would persist in this venture.°° 
| What are you planning to do in this quarter of the town, your serene highness, apart 87 
from destroying Protogenes’ work of art? the delegates asked. What will be your gain 
when everything is reduced to ashes? On the other side of this wall you will find walls as 
imposing as these exterior ones. Wouldn't it bring you greater glory if you stormed the 
town from another side, thus salvaging the masterpiece of our painter, either for you or 
for us? If you capture it from the direction that we will indicate, we will surrender at your 
discretion and the world will see your triumph over us and our lalysus. But if you choose 
the opposite, persevering in your plan to burn down this quarter where the painting is 
kept and if moreover, you are so unfortunate as to be rebuffed by the rest of our fortifica- 
tions, you should give consideration to the risk of being decried the whole world over for 
not having had the courage to storm the Rhodians in a magnanimous way and wasting 
away your strength by fighting a painter and a dead man (a). This speech was enough to 
pique the sense of honour in the conqueror’s good heart, stimulating him to earn glory 
by protecting the liberal arts. 

However this may be, Protogenes’ unusual frame of mind made people say about a 
painting he was working on in these days, that it had been painted under arms, with 
the clash of swords, in full view of wounds and dead bodies. 


(a) Namely Jalysus. 


| This painting showed a Faun or Satyr, commonly known as the Faun Anapauomenos 88 
or the Resting Faun. He was sitting and easily leaning back against a tree. Although he 
was surrounded by enemies, he had a shepherd's reed in his hand to bring his peace of 
mind to perfection,®! not unlike a shepherd relaxing under an old oak tree while sing- 
ing about the favours he enjoyed from his shepherdess or the pleasures of rural life. 
The historian Strabo pays much attention to the description of this scene. He writes 


go Pliny’s rendering of the contacts between painter and prince is very freely paraphrased 
here. The representatives of the city and their speech in DD 82-83 in square bracket. A 
note explains that this passage is taken from an unreliable source: Aulus Gellius’ Noctes 
Atticae. 

g1 _- Pliny 106: to mark the sense of security that he (i.e. the Faun) felt. Pliny does not say that the 
faun was surrounded by enemies; this detail taken from DD 84. 
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Toezienders den Boschgod over ’t hoofd keeken, of schoon noch zo volmaakt in zijn 
soort, om zich over dien Vogel te verwonderen; ook kan men er noch toedoen als een 
bekende waarheyt, dat de waare Patryzen er rondom kwamen vliegen, speelende op 
haare wijze. Dat spel mishaagde den Schilder zodanig, dat hy aan die van Rhodes verlof 
verzogt, en ook verkreeg, om die Patrijs te moogen uytveegen. 

Noch heeft Protogenes verscheyde hooggeachte werken gemaalt; als by voorbeelt, 
de schoone Cydippe, verschalkt door den Appel van Akontius: eenen Tlepolemon, den 
zoon van Herkules en Koning der Rhodiers, die zich grootelijks beroemt maakte in het 
beleg van Troijen, door de dood van Sarpedon: eenen Philiscus, berucht Treurspeelder, 
die een nieuwe rol scheen te overpeynzen, en er eenige vaerzen van op te snyden: 
eenen Kampworstelaar, die vaardig stont om in het worstelperk te treeden: eenen 
Antigonus, Koning van Asien, en Vader van den zelfden Demetrius, die zo veel achting 
betuygde voor zijn Konst en voor zijn Persoon: en ten laatsten eenen Pythias, de Moeder 
van Aristoteles zijn | goeden vriend. Want den Leezer zal gelieven te weeten dat die 
beruchte Wijsgeer, die geduurende zijn leeven de vrye Konsten en Wetenschappen 
had aangekweekt, grootelijks de groote gaaven van Protogenes eerde. Hy had dikmaals 
gewenscht, dat hy de Jagers, de Boschgoden, en de Patryzen had willen achterlaaten, 
om zich te oefenen in verhevener Persoonagien; en daarom stelde hy hem de daaden 
van den grooten Alexander voor oogen als een stoffe zijn penseel waardig, zo door de 
grootheyt der Denkbeelden, door de heerlijkheyt der uytdrukkingen, door de verschey- 
denheyt der uytkomsten, als door de onsterflijkheyt der zaaken. Maar een byzondere 
smaak, en een zekere natuurlijke neyging na zachte en na aangenaame voorwerpen, 
dwongen hem ongevoeliglijk die voornoemde stoffen te verkiezen. Het eenigste dan 
dat dien Wysgeer kon verkrygen op den Schilder was het Konterfytsel van Alexander, 
maar zonder een Bataille. Om te bewijzen dat die zachte smaak hem niet verliet met 
de jaaren, zo schilderde hy voor zijn laatste Konsttafereel den Harders God Pan, die 
op een fluyt speelde in het midden der Arcadische Harders. Want hy munte uyt in 
harderlijke en in landleevende Denkbeelden, ja zelve als hy Beelden goot, verwyderde 
hy zich niet van die stoffen. 

Asclepiodorus leefde in eene Eeuw met Protogenes. Men kan met de waarheyt tot 
zijn lof verzekeren, zegt Plinius, dat hy wonderbaar was in zijn Evenmeetbaarheden. 
Apelles maakte geen zwaarigheyt om hem den Palmtak toe te wijzen, als zijn Meester; 
en grooter lof kan men aan geen Schilder geeven. Die Schilder heeft, volgens de 
getuygenis van Plinius, niet veel Tafereelen nagelaaten, die doorgedrongen zijn tot de 
Romeynen. Het eenigste daar dien natuurkundige Schryver van weet te | spreeken, was 
een stuk van de twaalf Hoofdgoden, welk stuk hy maalde voor den Koning Mnason, 
tegens drie hondet Dukatons voor ieder God; en het geene wel het byzonderste is in 
dat akkoort, was dat die Vorst duyzent Dukatonnen had besteet voor het Konterfytsel 
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that the Faun leaned against a column with a partridge on top, the bird being painted 
so naturally that most spectators were struck with amazement about the bird, ignor- 
ing the satyr although he was perfect in his kind. We could add the generally known 
fact that life partridges flew playfully around the painting in their usual way. This dis- 
pleased the painter so much that he asked the Rhodians for permission to wipe the 
partridge out and this request was granted.°2 

Apart from the ones mentioned above, Protogenes made a number of highly es- 
teemed paintings, the beautiful Cydippe, for example, who was snared by Acontius’ 
apple; Tlepolemon, son of Hercules and king of the Rhodians who won great renown 
in the siege of Troy by killing Sarpedon; Philiscus, a famous tragic actor who seemed 
to be pondering upon a new role, reciting some of its verses;9? a Wrestler who was 
about to enter the ring; Antigonus, king of Asia and father of the same Demetrius who 
showed so much respect for Protogenes and his art; and lastly Pythias, mother of his 
good friend Aristoteles.®* | The reader should know that this famous philosopher, 89 
who studied the liberal arts and sciences all his life, held Protogenes’ great talents in 
high esteem. Aristoteles frequently asked him to give up painting hunters, fauns and 
partridges, applying himself instead to more august characters. Therefore he turned 
Protogenes’ attention to the acts of the great Alexander, a subject worthy of his brush 
because of the grand ideas involved, the impressive emotions to be expressed, the 
great diversity of the results, and the immortality of this subject matter. But a par- 
ticular taste and a certain natural penchant for tender and pleasant things forced him 
to choose his usual subjects anyhow. The only thing the philosopher could make the 
painter do was to paint Alexander’s portrait, without a battle however. To prove that 
this tender inclination had not left him in his advanced age, the last work he painted 
was Pan, god of the shepherds playing his flute amidst Arcadian shepherds. Protogenes 
was excellent in the evocation of pastoral and rural life. Even when casting sculptures 
he did not forget this subject matter.9° 

Asclepiodorus lived in the same age as Protogenes. He rightfully deserves praise, 
Pliny says, since he was amazingly good in rendering human proportions.°® Apelles did 
not hesitate to accord the palm to him for being his master and this is the highest hon- 
our one could give to any painter. According to Pliny, the painter did not leave many 
paintings behind that reached the Romans. | The only painting known to our physicist go 
author was a composition with The twelve major gods he painted for king Mnason, re- 
ceiving three hundred ducatoons for every god. But the most exceptional provision in 


92 DD 83 (note). Pliny does not mention the anecdote about the partridges. 
93 _ Pliny 106: a portrait of Philiscus, the tragic poet, in an attitude of meditation. 
94 DD 84. Pliny 106 does not give her name. 

95 Pliny 106: he also executed some figures in bronze. 

96 JCWI:57. 
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van ieder Held, aan den Schilder Theomnestes, die ze alle in eene Odonnantie had ’t 
zamengebrogt, volgens hun verdrag. Een byzonder Voorbeelt, dat der Grieken Helden 
zwaarder woogen, als der Grieken Goden. 

Neffens deeze Konstenaar zullen wy noch eenen Nicomachus plaats geeven, een 
Zoon en Leerling van Aristodemus; daar was wel eer een Schaaking van Proserpina van 
zijn hand te zien op het Kapitool, in een kleyne Kerk van Minerva, onder het Tempeltje 
van de Jeugd, welk Tafereel in den brand van het Kapitool in de assche raakte; gelijk 
als er nog een tweede zeer schoon stuk van die Meester verbrande. Dat tweede stuk 
was een Overwinning, dewelke de lucht doorsnee op een Staatiekar met vier paerden 
in ’t front, waarvan dat den Generaal Plancus, die een Redenkonstenaar, een Leerling 
van Cicero, en een Krygsman was, de Opdragt pende. Behalve die heeft hy noch andere 
stukken geschildert, dewelke niet min geacht wierden; als dat van Ulisses, by voor- 
beelt, gezéten voor de Hofpoort van zijn Paleys tot Ithaka, toen hem den oude Hond 
kende, die een moment daar na stierf door vreugde. Ulisses was toegetakelt als een 
eenvoudige Boer, met een hoed op het hoofd, zo gelijk als Minerva hem had vermomt; 
het welk geen Schilder ooit durfde onderneemen, voor Nicomachus, zo gewoon was 
het Volk van Ulisses te zien in het gewaat van een Held het hoofd bedekt met een 
Helm, of anders bloot. Noch schilderde hy eenen Apollo, en eene Diane; eene Cybele 
de Moeder der Goden, zittende op een | Leeuw, en omringt met haar Priesters: een 
vrolijk Bacchusfeest, waar op men de wellustige Satyrs zag dartelen rondom eenige 
adelijke Dames, gekleet als Bacchanten, als of zy die Vrouwen wilden aanspooren tot 
de lust, ter zelver tijd als die geoccupeert waaren om te offeren; en ten laatsten eene 
Scylla, een Zeemonster, zo wel afgeschildert in de Vaerzen van Homerus, en noch beter 
gekonterfeyt in die van Virgilius. Dat Tafereel hing noch ten tijde van Plinius in den 
Tempel der Vreede. De kenners hebben aangemerkt ten opzichte van Nicomachus, dat 
geen Schilder luchtiger noch vaardiger met de penseelen speelde, als hy; want als hy 
eens een verding had gemaakt met de Tieran Aristratus, den dwingelant van Sicyone, 
om de graftombe van den Dichter Telestes te vercieren met eenige Schilderyen, en die 
opgemaakt te lêveren op een bestemde tijd, wachte hy zo lang met ter plaats te komen 
daar hy die moest schilderen, dat dien Vorst, die zo langmoedig was als een Gaskons 
Bevelhebber, reeds op een voldoende straf was bedacht om zich te wreeken over dien 
traagen Schilder, toen hy eyndelyk belande, maar weynige dagen voor het eynde van 
het bestek, en zich echter van zijn belofte kweet met een onnavolgelijke bekwaamheyt 
en vaardigheyt. 
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this contract was the fact that this prince paid one thousand ducatoons for the portrait 
of each of the heroes the painter Theomnestes brought together in one composition.9” 
A striking proof that the Greek heroes were of greater importance than the Greek gods. 

We will place Nicomachus, who was a son and pupil of Aristiaeus, side by side with 
the aforementioned painters. There used to be an Abduction of Proserpina from his 
hand on the Capitol hill, in a small Minerva temple, under the temple of Youth, but 
this painting was reduced to ashes in the Capitoline fire. Then another very beauti- 
ful work by this master was burned. This second painting was a Victory cleaving the 
skies on a four horse chariot. Its dedication was written by the orator and warrior 
general Plancus, a pupil of Cicero.°® His other paintings were regarded equally highly, 
for example: Ulysses sitting at the entrance gate of his palace in Ithaca where his dog 
recognises him, a moment before the animal died for joy. Ulysses was decked out as 
a simple peasant, wearing a hat, in the way Minerva had disguised him. No painter 
before Nicomachus dared to do this, accustomed as everyone was to see Ulysses naked 
or in the garb of a hero wearing a helmet.°® He also painted an Apollo; a Diana;!®® and 
a Cybele the mother of the gods sitting on a lion | and surrounded by her priests) a g1 
merry Bacchanalia in which the voluptuous satyrs were gambolling around some dig- 
nified ladies, dressed as bacchantes, as if they tried to provoke the concupiscence of 
these women, who at that moment were busy making sacrifices. Furthermore a Scylla, 
a marine monster that is depicted so accurately in Homer’s verses and portrayed even 
better in Virgil's poem. In Pliny’s days, this painting was still hanging in the temple of 
Peace. Connoisseurs noticed that no painter could handle his brushes more nimbly 
or proficiently than Nicomachus. Once he made an agreement with Aristratus, the ty- 
rant of Sicyon, to decorate the tomb of the poet Telestis with some paintings and to 
deliver the completed works at a stipulated time. But he postponed his arrival at the 
place where he had to paint these works so long that the prince, who was as lenient 
as a commander from Gascony, already had an appropriate punishment in mind to re- 
venge himself on the tardy painter. At last he arrived, just a few days before the period 
agreed would expire, and then he discharged himself of his promise with an inimitable 
capability and proficiency. 


97 _ Pliny107 doesn’t speak of one single contract for these two commissions. 

98 _ Pliny 108 gives no information on Plancus apart from his name. 

99 _ Pliny 108: he was the first painter who represented Ulysses wearing the pileus. No mention is 
made of the scene in which Ulysses was represented. 

100 Pliny 109 mentions a painting in which Apollo and Diana are represented together in one 
single frame. 

101 The priests not mentioned in Pliny 109. 


Lyckle de Vries - 978-90-04-42187-5 
Downloaded from Brill.com1 1/09/2020 11:18:32AM 
via free access 


264 APPENDIX 2 


Hy had tot Leerlingen Aristides, zijn Broeder, en Aristobulus, zijn eygen Zoon, en 
onder anderen dien Philoxenes van Eretrien, waar van er wel eer te Romen een Tafereel 
te zien was, gelijk met de beste Konstschilderyen. Dat stuk verbeelde de Bataille van 
Alexander tegens Darius, dewelke hy schilderde voor den Koning van Macedonien, ge- 
naamt Kassander, een der navolgers of Erfgenaamen van Alexander. Maar hy bepaalde 
zijn geest niet zo zeer aan groote voorwerpen, of hy vervrolijkte zich somtijds met 
het schilderen van Bacchusfeesten. Daar was | onder andere wel eer een Tafereel van 
hem bekent, de drie Sileenen, die in alle ongebondenheyt en dartelheyt slempten en 
zoopen. Ook was die Schildery bekent by den naam van het stuk van de dartelheyt. 
Philoxenes was een vaardig Schilder, gelijk als zijn Meester, die hy overtrefte, want hy 
was den Uytvinder van eenige nieuwe middelen om den arbeyt in de Schilderkonst te 
verkorten. 

Nicophanes verscheen vervolgens op het Tonneel der Schilderkonst en vervoegde 
zich by zijn Voorzaaten. Zijn penseel was zuyver en aardig, zijn ’t zamenstelling niet 
minder als gemeen, ook gaf hy een zekere bevalligheyt aan zijn Beelden, waar toe maar 
weynige Konstenaaren geraaken. Doch men zegt, dat hy geen kleyne voorwerpen be- 
minde; hy wilde dat de Schilderkonst voordeelig zoude zijn aan de menschen; en dat 
men gevolglijk die behoorde te oefenen op groote en adelijke voorvallen, als by voor- 
beelt, op de Historien en op de Treurspeelen. Zijn manier was groots en echter bevallig, 
en men kan maar een kleyn getal Schilders by hem, ten opzichte van die zeldzaame 
hoedanigheden, vergelijken. 

Perseus had het voordeel van de Schilderkonst te bestudeeren onder Apelles, en het 
was ter liefde van hem, dat die befaamde Schilder er drie Boekdeelen van opstelde, 
welke drie boeken noch in weezen waaren ten tijde van Plinius, zijnde die opgedraagen 
aan dien Leerling. Maar de bekwaamheyt des Leerlings beantwoorde’s Meesters konst 
niet. De Tafereelen van Perseus vervatten die dartelheyt noch de bevalligheyt niet, de- 
welke men zo oogschijnlijk zag doorstraalen in de uytdrukselen van Apelles beelden; 
en aangaande de koleuren, die bezaaten op ver na die zachtheyt of die waarheyt niet, 
dewelke men zag heerschen op Zeuxis Tafereelen. 

Aristides, den Thebaner, had ook zijne Leerlingen. | Ariston en Niceros, zijn twee 
zoonen, beneffens Autorides en Euphranor waaren zijn vermaardste Discipelen. 
Niceros heeft niet veel geschildert, daar in gelijk aan Adam Helsheymer; doch Ariston 
penseelde onophoudelijk, hier in overeenkomstig met P. P. Rubens. Daar plagt toen 
Plinius noch schreef, een Satyr te Romen te zijn van den laatste, bekranst met bloe- 
men, met een wynroemer in de hand, die na het scheen fioolen liet zorgen. Aangaande 
Autorides en Euphranor, dewijl die een ander soort van schilderen hebben geoefent 
zullen wy daar van spreeken in tijd en wijlen. Doch wy moeten den Leezer, of schoon 
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His brother Aristides and his son Aristobulus as well as Philoxenus from Eritrea and 
others were his pupils.!°* One of Philoxenus’ paintings could be seen in Rome; it was 
on a par with the best works of art. It depicted Alexander's battle against Darius. It had 
been made for Cassander, king of Macedonia, one of Alexander’s successors or heirs. 
But although the painter used to set his mind on grand subjects, he sometimes found 
relaxation in painting bacchanalia.!©% | There used to be a painting from Philoxenus’ 92 
hand, called The Three Sileni who were unbridled in their frolicsome carousing and 
tippling. Another name for this work was Frivolity. Philoxenes was a proficient painter 
who surpassed his master in this respect, because he introduced some innovations to 
reduce the time consumed in the making of works of art. 

The next to appear on the stage of the art of painting and to join his predecessors 
was Nicophanes. He handled his brush accurately and nicely; his compositions were 
of a more than average quality and he gave his figures a certain grace, which only a few 
artists are able to do. It is said that he disliked minor subjects. He wanted the art of 
painting to be beneficial for the spectators and therefore painters ought to apply them- 
selves to grand and noble events, such as tragedies and stories from history. His man- 
ner was grand and graceful at the same time and there are not many painter equalling 
him in these rare qualities.!04 

Perseus had the privilege of being Apelles’ student and, because of his affection 
for this pupil, Apelles wrote three volumes on the art of painting, dedicating them to 
Perseus. These books were still in existence in Pliny’s time. But the pupil’s skills did not 
come up to the art of his master. Perseus’ works lacked the playfulness and grace that 
were so evident in the expression Apelles gave to his figures; and his colouring was not 
by far as tender or true to nature as the colours characterising Zeuxis’ paintings.!°5 

Aristides from Thebes had a number of pupils too. | Best known among his dis- 93 
ciples are Autorides and Euphranor and his sons Ariston and Niceros. Just like Adam 
Elsheimer, Niceros did not paint much but Ariston worked continuously, in this re- 
spect being comparable to Peter Paul Rubens. When Pliny was compiling his book, 
there was a Satyr from Ariston’s hand in Rome, wearing a wreath of flowers and hold- 
ing a rummer full of wine, who seemed to be as happy as a lark. Because Autorides and 
Euphranor practiced a different kind of painting, we will discuss them later on.!°é We 
have to inform our readers in a parenthetical way that Atheneus called the painter 


102 Pliny uo: his brother Ariston, his son Aristides. 

103 Pliny uo: he also painted a picture in grotesque. 

104 Pliny 1: but for a severe and tragic style far inferior to Zeuxis or Apelles. The translation 
seems to change this into its opposite. 

105 Pliny 111 mentions just one book and does not give his opinion on Perseus’ work. 

106 See JCW I:10—113 for Euphranor. Autorides is not mentioned again. 
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ter loops, zeggen, dat den voorens genoemde Schilder Nicophanes, een Hoerenschilder 
wort gedoopt by Atheneus, dat is, een Schilder gelijk als Arnold Verbuys, Romeyn de 
Hooge, Boitard, la Fage, en alzulke Solferpriemen des Satans. Maar het blijkt evenwel 
uyt de geschriften van Plinius, of liever uyt zijn attestatie ten voordeele van Nicophanes, 
dat die Konstenaar zich niet bepaalde in den omtrek van die onkuysche afbeeldingen; 
en daar uyt mag en kan men besluyten, dat Atheneus al mee een knaap is geweest als 
onze hedensdaagsche Schryvers, die zeer zelden in de achterhoede zullen blyven op 
het kwaadspreekendheyts kapittel. 


Werken op klein formaat 
Tot noch toe hebben wy alleenlijk gewaagt van die Schilders die groote schilderyen 
maalden, dat is te zeggen, wy hebben die Meesters aangehaalt die befaamt waaren 
in het konterfyten der zaaken en persoonen leevensgroote; maar nu lust het ons om 
alhier die Heeren Schilders op te roepen, die zich beroemt wisten te maaken in het 
kleyn, en die alleenlijk stukjes van een zeer kleynen omtrek, of in waterwerf pen- 
seelden. Onder de Grandes van die Klasse komt Pyreicus in het voorste gelit te voor- 
schijn, een Man weynig minder in de konst dan die voorgemelde | groote Meesters, 
en wiens byzondere smaak iets tegenstrydigs bezat, ten opzichte van die ongemeene 
Eygenschappen hem toegeschreven by de Ouden. Want alhoewel hy zich maar al- 
leenlijk bevlytigde op kleyne voorwerpen, echter heeft hy het daar in zo ver weeten te 
brengen, dat zijn glorie niet veel Aazen minder woog als die der aldereerste Schilders: 
zo dat na maate dat hy zijn penseel verminderde, aangaande het voorwerp, veradelde 
hy het weder, ten opzichte van de konst, en daar door heeft hy de overwinning behaalt 
op alle de Schilders van zijn orde. En wie zou zich konnen verbeelden, dat hy zich een 
grooten naam wist te verkrygen, in de Schilderkonst, door het schilderen van Barbiers 
en van Schoenmaakers winkelen, in het maalen van Muylezelen, en van met alder- 
ley soorten van groentens en eetwaaren gelaadene Karren, waar door hem de Grieken 
Rhyparographos doopten, als of zy zeyden een Schilder van doorns en van distelen, in- 
dien onze Landsluyden zulks niet hadden beleeft in de Nederlandsche Konstschilders? 
De Vlamingen en de Nederlanders hebben dien Pyréicus stapsvoets nagevolgt in het 
verbeelden van die geringe voorwerpen. Hun penseel is verwonderlijk, doch het voor- 
werp gering geweest. Den Ridder Van der Werf uytgezondert, die doorgaans bevallige 
en grootsche voorwerpen heeft uytgekipt tot zijn uytvoerige Tafereelen. Die Pyréicus 
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Nicophanes, whom we just mentioned, a painter of whores,” which means that he 
was the equal of Arnold Verbuys,!®® Romeyn de Hooghe,!® Boitard,"° la Fage!!! and 
more of those satanic sulphur matches. But it is clear from Pliny’s writings, or from his 
testimony for the accused rather, that Nicophanes did not limit himself to the field of 
unchaste images. This leads us to the conclusion that Atheneus was the equal of the 
authors of to-day, who will hardly ever be tardy in the chapter of slanderers.!!? 


Small-scale paintings 

Until now we only discussed the painters who made large paintings. In other words, we 
mentioned the masters who were famous for depicting their figures and other subjects 
life-size. But now we want to call the roll of the gentlemen painters who succeeded in 
winning fame by making small-scale works, producing paintings of very small dimen- 
sions or watercolour drawings only." 

Among the Grandees of this class we find Piraeicus in the first rank, a man who 
is almost the equal of the great masters we just mentioned. | His uncommon prefer- 94 
ences seem to conflict with the extraordinary qualities the ancients attributed to him. 
Although he applied himself merely to minor subjects, he succeeded very well and, 
consequently, his glory weighed not many grains less than the renown of the foremost 
masters.!* The lower he went with the choice of his subject matter, the more he en- 
nobled the art of his brush, which won him the victory over all painters of his order. 
If we in our country had not experienced the same with Netherlandish painters, 
could anyone have guessed that Piraeicus had built a great reputation in art by paint- 
ing barbershops and workshops of cobblers, or by depicting mules and carts loaded 
with all kinds of vegetables and other kinds of food? For this reason the Greeks called 
him Rhyparographos, in other words a painter of thorns and thistles."5 The Flemish 
and Dutchmen imitated Pyreicus step by step in the depiction of such humble sub- 
jects. Their brushes were admirable, although their subjects were minute. An excep- 
tion should be made for the knighted Van der Werff, who usually chose gracious and 


107 DD 87 (note): C'est un de ceux, qu'on nommoit communément en Gréce, Les Paintres des 
Put … The author remarks that his source Atheneus est un grand Médisant (slanderer). 

108 On his work and reputation, see: JCW 11:49; 111:265-272 and Huyning. 

109 On his work and reputation, see: JCW 111:113-116 and Van Nierop. 

110 Francois Boitard (1670—c. 1715), printmaker known for his book illustrations. 

111 Raymond LaFage (1656-1684), printmaker. See also jcw 111:380. 

112 Atheneus’ Deipnosophistae was written after Pliny’s death. 

113 Pliny 112: artists who acquired fame by the pencil in an inferior style of painting. Pliny does 
not specify the difference between this group and the previous one, as jcw did. 

114 Anaas is 1/32 of a pound, some 0,0047 grams. 

115 Pliny 112: Jthyparographos. Pliny 112 (note): painter of low subjects. DD 88: peintre d'épines 
& de ronces. 
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nu vermaakte zich te meer in die Dwergtafereelen, dewijl hij zeer wel zijn rekening 
er in vond; en dewijl die stukjes beter aan den Man wilden als die groote Schilderyen 
der beruchte Meesters, voor de welke men stukken van Menschen moest betaalen eer 
men die kon bemachtigen. Daarom zey Varro zeer aardiglijk in zijn vertoog over de 
vrye Konsten, Dat onderwyl Pyréicus zich verrijkte door het schilderen van die stukjes, 
men maar een | enkelt Tafereel van Serapion zag hangen in de Menische Galleryen. Om 
den zin van Varro nu recht te vatten, zullen wy den Leezer zeggen, dat die Menische 
Galleryen of Wandelaaryen algemeene plaatsen waaren binnen Romen, alwaar de 
Koopluyden en Schilders hun tafereelen ophingen, om door het Spreekwoort van 
Aanzien doet gedenken, de Konstminnaaren een ofte meer Schilderyen aan te smeeren. 
Die Schilder was een Overvlieger in het maalen van Tonneel-vercierselen, maar zijn 
Beelden schilderde hy noch slimmer als het geel Maasmeyertje die schildert, en dat is 
alles wat dat men daar over kan zeggen. Ondertusschen is het opmerkelijk dat Denys 
van Kalophonen, die geen Jooden Tonneel behoorlijk kon schilderen, zeer vriendelij- 
ke Beelden en Konterfytselen kon maaken, waar door de Grieken, die al ommers zo 
mildaadig waaren met iemant een Aliasnaam op ’t lijf te werpen, als de Gaauwdieven, 
hem noemden den Anthropographos. Zo waar is het dat de Eygenschappen verdeelt 
zijn in de Schilderkonst, als in veele andere zaaken. 

Callicles was noch een Konstenaar, een Man zo uytmuntent in Waterverf schil- 
deryen, dat hy voor niemant der groote Schilders een duymbreedte behoeft te wijken. 
Zijn stukjes waaren zelden grooter als drie duymen in den omtrek, en ondertusschen 
zag men er een zeker Verheven in, dat zeer naby kwam, zegt Varro, aan Euphranors 
Majesteyt. 

Caladus volgde dien voorgaanden Konstenaar van naby op de hielen, maar hy 
was min verheven in zijn Ordonnantien. Hy gaf den voorrrang aan het Blyspel boven 
het Treurspel, dat is om verstaanbaar te schryven, zijn stukken geleeken meer na de 
stukjes van Brouwer den Bootsenschilder, als na de grootsche Ordonnantien van den 
Ridder Karel de Moor, dien wakkeren Historieschilder. | Antiphilus verstont de kneep 
om die beyden Karakters te vereenigen in een persoon. Die Antiphilus was dien zelve 
Kabouter waar van wy reeds hebben gesprooken, die te Alexandrien schilderde voor 
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grand subjects for his finely detailed paintings." Piraeicus’ pleasure in making these 
dwarfish works was enhanced by the fact that they were very profitable, his paintings 
being in greater demand than the large paintings of the famous masters that one could 
lay hands on only by paying big money. Therefore Varro’s words were to the point when 
he wrote in his treatise on the liberal arts: When Piraeicus grew rich by painting these 
small works, | there was only one painting by Serapio on show in the Menian galleries.” 95 
The reader should know that the Menian galleries or promenades were public places 
in Rome where art dealers and painters exhibited their paintings, hoping to foist one 
or more of these upon the art lovers, relying on the proverb: The eye feeds the memory. ”8 
Serapio was excellent in painting stage sets, but his figures were worse than those by the 
yellow Meijer from Rotterdam; this is all one can say about his work.!!° Furthermore, 
we should take notice of Dionysius from Colophon’s success in making very nice fig- 
ures and portraits, although he could not paint a Jewish scene properly? Therefore, 
the Greeks, who were as generous as sneak thieves in distributing nicknames, called 
him the Anthropographos. This again shows clearly that the talents in the art of paint- 
ing are widely different, as they are in other fields. 

There was also an artist called Callicles, who was so excellent in painting in water 
colours that he did not budge an inch for any of the great masters.!2! His works hardly 
ever were more than three inches wide, but Varro says that they showed a certain lofti- 
ness almost equalling Euphranor’s majesty.!22 

Calates had little to learn from Callicles, but his compositions were somewhat less 
elevated. He preferred the comedy to the tragedy or, to speak more clearly: his works 
were more similar to those by Brouwer, the painter of farces, than to the grand compo- 
sitions of the knighted Karel de Moor, the meritorious narrative painter. | Antiphilus 96 
knew how to combine these two propensities in his personality. He was the same fel- 
low we already mentioned as having painted for king Ptolomaeus in Alexandria, and 


116 This remark about Dutch and Flemish painters copied from DD 88, the praise for Van der 
Werff included. 

117 Pliny 113 (note): ‘Maeniana’ Balustrades or balconies, said to have been so called from one 
Maenius, who built them. 

118 The Dutch proverb Aanzien doet gedenken has no equivalent in English. It is the opposite 
of Out of sight, out of mind. 

119 This otherwise unknown painter is mockingly called het geel Maasmeyertje (the little yel- 
low Meyer from Rotterdam). Jcw 111:163 criticises his portraits. 

120 DD 88-89. The words Jooden Tonneel [Jewish scene] vary the (until recently) common 
expression Jodenschool, a synagogue or shul. It was used to indicate a chaotic situation. 
JCw means to say that Dionysius’ compositions lacked order and coherence; this criticism 
is not based on Pliny’s or Durand’s text. 

121 Pliny 114: painted some small pictures. The technique Callicles applied is not indicated. 

122 See below, JCW I:110-113. 
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den Koning Ptolomeus, en die zo rechtvaardiglijk wiert gestraft, dewijl hy den edel- 
moedigen Apelles zo onrechtvaardiglijk beschuldigde. Wat er van zy, hy had een deli- 
kaat penseel, en als hy een verheven voorwerp wilde verbeelden, gelukte ’t hem niet 
kwaalijk. Veel Schryvers stellen hem waterpas met Apelles en met Protogenes; maar 
dewijl hy maar kleyne stukken maalde, past het niet hem daar by te vergelijken. By 
het leeven van Plinius was er noch een zeer schoone Hesione, Priams Moeder, van hem 
te zien, binnen Romen; eenen Philippus en eenen Alexander, beneffens Minerva, die 
de Deugd en de Dapperheyt inblaast in de Ziel van dien jongen Vorst. Die Tafereelen 
waaren opgehangen op de Hooge school van het portaal van Octavia. Die plaats of dat 
portaal noemen wy de Hooge school, dewijl de Wijsgeeren en andere Geleerden aldaar 
dagelijks te zamen kwamen. Noch schilderde hy eenen Bacchus; eenen Alexander noch 
maar een kind zijnde; en eenen Hippolitus, verschrikt voor den Stier, den welken is los- 
gelaaten om met hem te strijden. Die drie Tafereelen waaren te zien in het portaal van 
Filippus. Noch bezat Romen eenen Kadmus, en eene Europa, waar over de gantsche 
Weerelt zich verwonderde in het portaal van Pompeus. Wy hebben reeds gezegt dat 
hy uytmunte in blyde en in droevige voorwerpen. Op een zekere tijd schilderde hy een 
Kaerel gekleed op een belacghelijke wijze; en die snaaksche Schildery vervrolijkte hem 
zo zeer, dat hy dat stukje doopte zijne (a) Grillo, 


(a) Moglijk in navolging van het grieks woord ypúdos, betêkenende een Verken. 


| welke benaaming de navolgende Schilders 't zedert hebben nagevolgt, die noch aan 
diergelijke Zinnespooken den naam geeven van Grillen. Ook zijn het alleen de Schilders 
niet die dien tytel geeven aan hun Konsttafereelen, maar ook de Rymers, by het gemeen 
misdoopt Poeeten, hulden hun Vreede-Toorts prullen op met die benaamingen. In den 
jaare duyzent zeven hondert en dertien heeft een Pannenbakker een lomp Gedicht in 
de Weerelt gestooten, bekent by den tytel van Grillo, een Gedicht dat zo beschaaft is 
in taal, in styl en in vinding, dat ik wel eens een Schoenlappers jongen, een Sleepers 
Substituyt, of een Kruyers Noothulp, zou willen zien, die het zou konnen verslimme- 
ren. Voor de rest was die Schilder een gebooren Egyptenaar, maar zijn Meester was een 
Grieksch Konstenaar, genaamt Ctesidemus. 

Wel eer zag men noch onder de puynhoopen van den Tempel van Ardea eenige op 
versche kalk geschilderde Tafereelen, van een middelmaatige groote, wier maaker wy 
moeten gedenken. Die Schilder wiert genaamt Marcus Ludius, een Griek en geboortig 
van Etolien; doch in Italien gekomen zijnde en voor die van Ardea den Tempel van de 
Godinne Juno geschildert hebbende, wiert hy met een Eenpaarigheyt van stemmen 
aangenomen als een Medeborger; ja die Ardeërs vergenoegden zich niet met zijnen 
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who was punished so justly for having wrongfully accused the magnanimous Apelles.!25 
However this may be, he handled his brush subtly and when he wanted to depict an 
elevated subject he was rather successful. Many authors place him on the same level 
as Apelles and Protogenes but this is an inappropriate comparison, since he painted 
small-scale works only. From his hand there was in Rome in Pliny’s time a very beauti- 
ful Hesione, the mother of Priamus; furthermore a Philippus and Alexander with the 
goddess Minerva inspiring the young prince’s soul with virtue and courage. These 
paintings were exposed in the academy in Octavia’s gallery. This location or gallery is 
called the academy, because philosophers and other learned men gathered there every 
day. Some of Antiphilus’ other works were a Bacchus; an Alexander in his childhood 
days; and a Hippolitus who is frightened by the bull that is set loose against him. These 
three paintings were exhibited in the gallery of Philippus. In Pompeus’ gallery in Rome 
there were also a Cadmus, and a Europa, admired by the whole world. We already said 
that he was outstanding in joyous as well as in tragic subjects. At a given moment he 
painted a fellow who was decked out ridiculously and this work gave him so much 
pleasure that he called it his Grillo. (a) 


(a) This word may be a variation on the Greek word ypúdos meaning pig. 


| Later painters adopted this label and they still are calling their phantasms 97 
grilli.?4 Not only painters but also versifiers, commonly but mistakenly called poets, 
embellished their shoddy Freedom Torches with this name.'*5 In 1713 a tile-maker sent 
a churlish poem out into the world, known by its title of Grillo; its wording, style and 
concept were so refined that I would love to see a cobbler’s apprentice, a haulier’s sub- 
stitute or a porter’s assistant who is able to impair it. Antiphilus was born in Egypt but 
his master was a Greek artist, called Ctesidemus. 

In the ruins of the temple of Ardea there used to be some fresco paintings of a mod- 
erate size whose maker deserves to be remembered.!”6 His name was Marcus Ludius, 
he was a Greek born in Aetolia.!2” But when he had arrived in Italy and decorated 
the temple of the goddess Juno for the citizens of Ardea, they unanimously voted for 


123 See above, jcw 1:68-69. 

124 JCW 41:96: zinnespooken. DD go: ces sortes de fantaisies, qui n'ont d'autre fondement que 
imagination de l’Ouvrier. 

125 See JCW 1:235. The owner of the country seat Rotsoord near Utrecht, F. van Oort, pub- 
lished a poem on the Peace of Utrecht: Vreedetoorts, met vreugd onstoken op Rots-oort, 
den 14. Van Somermaand 1713, Utrecht (W. van de Water), 1713. A number of tile-works 
developed in the vicinity of Rotsoord. Compare JCw 1:235, 373. 

126 ycw here inserts information taken from Pliny’s chapter 6: The Antiquity of Painting in 
Italy. 

127 Pliny 15: Plautius Marcus, from Alalia. 
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Arbeyt te erkennen, door veele grootmoedige Geschenken, maar zy deeden ook dit (a) 
Opschrift stellen onder zijn Konsttafereelen. Aldus luyd dat opschrift. 


(a) Digneis digna loca pictureis condecoravit 
Reginae Junoni supremi Conjugi templum, 
Marcus Ludius Elotas Aetolia oriundus: 
Quem nunc & post semper ob artem hanc Ardea laudat. 


| Dit ’ Markus Ludius, een Griek, en Konstenaar, 

Die met zyn Konstpenseel Ardea heeft beschonken, 
En’s Hemels Koningin op ’t prachtigste dee pronken, 

in t trotse Kerkgevaart op haar gewyd Altaar: 

Ardea wil ’s Mans roem op hooge toonen zetten, 

Ook zal den Naneef wyd en breet dien Held trompetten. 


Doch dien Ludius doet ons gedenken aan een tweede Ludius, een Konstenaar die ins- 
gelijks in Fresco schilderde, en die men niet behoort te versteeken van dien Lof die 
hy zo rechtvaardiglijk heeft verdient. Hy leefde onder de regeering van den Keyzer 
Augustus, en heeft zeer veel geschildert by zijn leeven. Zijn grootste konst bestont 
in het bemaalen van met versche kalk bestreeken Muuren, Kamers, Portaalen, en al 
zulke zaaken, dewelke hy met Landschappen, op een aardige en veranderlijke wijze 
behandelt, wist te vercieren. Ook was hy den eerste die die manier invoerde onder 
de Romeynen; want het blykt nergens dat men die wijze van schilderen veel geoefent 
heeft in Griekenlant. Ondertusschen kon men niets aardigers wenschen te zien als alle 
die onderscheyde Bevalligheden dewelke Ludius al speelende voortbrogt; als by voor- 
beelt, Buytenplaatsen, Zeehavens, Portaalen, groene Haagen, Tuynhuyzen, Bergen, 
Heuvelen, Wouden, Vyvers, Vlieten, Watervallen, en Rivieren, wier groene zoomen hy 
met alle die zaaken, die men hem vorderde, bemaalde en stoffeerde. Nu beschilder- 
de hy die met Laanen van Eyken of Abeelen, vervult met allerhande Menschen, de- 
welke aldaar het vermaak van de wandeling naamen; dan wederom bemaalde hy die 
Vlieten of Rivieren met kleyne Roeischuyten en Jachten, opgepropt met Menschen, 
waar van de sommige tegens den stroom scheenen op te roeien met kracht, | onderwijl 
dat andere zachtjes neerwaards dreeven met gemak. Op een andere tijd vertoonde 
hy gantsche Dorpen vervult met Boeren en Boerinnen van allerley soort van jaaren, 
dewelke te voet of te paerd, op hun Esels of Karren wederkeerden na een nabuurig 
gehucht; een vrolijk gezicht voor de Aanschouwers. In ’t kort, daar was ook niets in 
het landleeven, dat hy niet schilderde, volgens de plaatsen, of volgens de luymen dier 
geenen die hem gebruykten. Alhier, by voorbeelt, schilderde hy een Vischplaats, alwaar 
Lieden die niets anders te doen hadden, zich met een groot gedult behielpen met de 
Hangelroe, onderwijl dat anderen met de Schakels of met de Werpnetten en Zegens 
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adopting him as their co-citizen. They not only expressed their gratefulness in many 
cordial gifts, but they also ordered a text to be placed under his works of art. This in- 
scription (a) reads as follows: 


(a) Digneis digna loca pictureis condecoravit 
Reginae Junoni supremi Conjugi templum, 
Marcus Ludius Elotas Aetolia oriundus: 


Quem nunc & post semper ob artem hanc Ardea Laudat. 


| This is Marcus Ludius, a Greek and an artist, 98 
who created presents for Ardea with his brush. 

He embellished the Queen of Heavens to the utmost 

in her impressive temple, on her consecrated altar. 

Ardea wants to sing his glory in the clearest tones. 

His name will be trumpeted everywhere by our descendants. 


This Ludius reminds us of another Ludius, an artist who worked in fresco also and 
who should not be deprived of the honour he deserves unconditionally. He lived when 
Augustus was emperor and during his life time he made many paintings. His most im- 
portant works were painted on walls in rooms, galleries and other such places that had 
been covered with fresh plaster, decorating these structures with landscapes that he 
executed nicely, with much variation. Apparently, this way of painting was not much 
practiced in Greece, and thus Ludius introduced this new fashion in Rome. One could 
not wish to see anything nicer than the great variety of charming things Ludius cre- 
ated as in play. For example: mansion houses, sea ports, arcades, green hedges, garden 
pavilions, mountains, hills, forests, ponds, brooks, cascades and rivers. He decorated 
the green fields on the banks of these streams with any kind of staffage he was asked to 
paint. Sometimes he made avenues in these landscapes of oak trees or white poplars, 
bustling with all kinds of people who were enjoying their promenade. And sometimes 
he painted small rowing boats and yachts full of people, sailing on these brooks and 
rivers. Some of them seemed to row energetically against the stream, | whereas others 99 
easily floated down-stream. And then again he depicted whole villages, full of peas- 
ants of all ages and their wives, returning to a hamlet in the vicinity on foot or on 
horseback, on donkeys or in wagons, which is an amusing sight for the spectators. To 
be brief, there was nothing in rural life that he did not depict when his whimsical 
patrons asked him to do so. In one spot he could paint a fishing-place where idlers 
handled the angling rod very patiently, whereas others with flues, casting-nets or drag- 
nets tried hard to gather in a good catch. Next to it he might show a group of small 
boys catching birds with an owl or with lime-twigs. In another place again one could 
see a hunting party with all its circumstances, and on a fourth wall again one saw the 
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toeleyden op een goede vangst. Aldaar zag men een deel kleyne Knaapen, die Vogeltjes 
vongen met de Uyl en met de Lymstangen. Op een andere plaats zag men een Jagt met 
alles wat er by behoort; en op een vierde stee kon men een Wynoogst zien met alle zijn 
vermaaken. Zomtijds ging hy noch een toon hooger, want volgens Plinius, waaren er 
noch eenige Tafereelen van zijn hand te zien, bemaalt met ongemeene verwonderlijke 
Grillen, en met vreemde Zinnespooken. Men zag er jonge Lichtmissen van de beste 
geslachten, wittebroods Jonkertjes, dewelke eenige onnoozele Boerenmeysjes op hun 
schouders hadden gelaaden, om die over een Water of Moeras te brengen in haar ge- 
hucht. Maar die jonge Heeren, die nergens anders op toeleyden als op het Kattenspel, 
struykelden en vielen al willens in het troebel water, doch altoos in zodaanige gestalte 
dat er de Aanschouwers om moesten lacghen. Op die wijze schilderde Ludius, en op 
die zelve wijze, doch in een minder omtrek, is hy nagevolgt geworden, door den flu- 
weele Breugel, Berghem, David Teniers, en andere Konstschilders, die wy ieder op zijn 
100 beurt zullen aanhaalen. | Maar men moet evenwel bekennen, dat die Schilders wel 
zo veel deel hadden in de Voorzichtigheyt, die het schilderen wraakten op Deuren en 
Vensters, op Gevels en op met kalk bestreeken Muuren, en op dien Artykel past het ons 
om de oude Konstschilders te pryzen, wegens hun Wysheyt en Huyshouwkunde. Want 
de aloude Schilders, waar van wy hebben gewaagt, bepaalden ofte vergenoegden zich 
niet om de Muuren te vercieren, alleenlijk voor de in die eeuwen zijnde Meesters, aan 
dewelke die Muuren toebehoorden, of hun tijd en hun koleuren te verspillen, in het 
optraalien van een onbeweeglijk Paleys, dat men niet kon ontrukken aan het gewelt 
des vuurs; maar zy wilden zich liever vasthouden aan draagbaare Schilderyen, dewelke 
men gemaklijk kon wegsteeken, en van plaats tot stee vervoeren, dwars door de toe- 
komende Eeuwen. Op die wijze vergenoegde zich Protogenes met zijn kleyn Huysje, 
in een Tuyntje; en Apelles schilderde zelfs niet een graauw Beeld tegens de wand van 
zijn wooning, noch hy vercierde zijn Kamers met Passtukken, met Zoldertafereelen, 
of met gemaalde Loofwerken. Hier in verscheelent van een zekere Boerenschout, die 
pas zo veel konnende schilderen, als een Jongen Latijn verstaat om de Misse te konnen 
bedienen, aanstonds zijn Voorhuysje met Borstbeelden, en zijn Zoldervenster met de 
Schilderkonst bekladde, welke Schilderkonst hy met een doek om de kin had bemaalt, 
kwansuys verbeeldende de stomme Poezy, waar door het meer dan eens is gebeurt, 
dat de Reyzigers, met de Tandpijn of met andere toevallen bezet, aanschelden by dien 
Dorps-dwingelant, om hem te consulteeren als een Kwakzalver, als een Barbier, of ten 
uytersten, als een landloopent Geneesheer zonder Promotie. Neen, Leezer, op die tijd 
101 was dit Jeuksel, of liever die zotte | ydelheyt om de Wanden te bemaalen, noch niet 
ingesloopen in de verwaande Zielen der Liefhebbers; of men was niet gezint om die 
onherstelbaare Meesterstukken der Konstschilders bloot te stellen, en op genade of op 
ongenade over te geeven aan de bescheydenheyt der vlammen. Alle de overblyfselen 
van die groote Mannen hielden de wacht, om zo te spreeken, in de Paleyzen, in de 
Tempelen, en in de Steden, zijnde een groot Schilder op die tijd een gemeen goed, en 
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harvest of grapes in a vineyard, with all its diversions. According to Pliny, Ludius some- 
times struck a different note, as appeared from some of his surviving works, showing 
highly amazing grilli and strange phantasms. They depicted young rakes from the best 
families, straw squires who were bearing innocent peasant girls on their shoulders to 
bring them home to their hamlet across a stream or a marsh. But the young gentlemen, 
who were planning mischief, missed their footing and purposely fell in troubled water, 
doing so always in a way that made the spectators laugh. This was Ludius’ manner that 
was imitated to a certain extent by Velvet Brueghel, Berchem, David Teniers and other 
artists, all of whom will be discussed when their turn will come. | It has to be admitted, 100 
however, that these painters were prudent enough to repudiate painting on doors and 
window shutters, on facades and on whitewashed walls and in this respect we have to 
praise the painters of antiquity for their wisdom and economy. The ancient painters 
we mentioned found no satisfaction in the decoration of walls, just to please the men 
who then happened to be their proprietors and they did not squander their time and 
pigments adorning immobile palaces that could not be rescued from the violence of 
a fire. They preferred to limit themselves to portable paintings that easily could be 
stored or be transported from one place to the next, withstanding future centuries. In 
this way Protogenes was satisfied with his small house surrounded by a small garden. 
Apelles did not even paint a grisaille figure on the facade of his residence, nor did he 
decorate his rooms with over door paintings,!?® ceiling paintings, or vegetal motifs. 
A certain village sheriff acted differently. When he had acquired as much skill in paint- 
ing as a chorister-boy serving Mass knows about Latin, he did not hesitate to stain the 
walls of his entrance hall with a series of busts, painting the Art of Painting on the 
shutters of his upper floor window. Since he thought he was depicting Mute Poetry he 
wound a cloth around her chin and for this reason it happened more than once that 
travellers, suffering from toothache or other problems, rang the doorbell of this village 
tyrant, hoping to consult him as a quack or a barber, or at least as an itinerant physi- 
cian without a doctor's diploma. No, dear readers, in those days | the foolish covetous- 101 
ness of having their walls painted had not yet infected the conceited souls of art lovers. 
They did not feel like exposing and surrendering those irreplaceable masterpieces to 
the caprices of the fire. All the heirlooms of these great men stood guard so to speak in 
palaces, temples and cities, because in those days a great painter was public property 
and a common treasure, dear to everyone. This was said parenthetically with reference 
to the painted walls of the fresco painter Ludius. 


128 WNT defines passtuk as a wall tapestry made to measure for a specific place on the wall. 
Apparently the word could be used for decorative paintings as well. 
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een algemeene schat, waar toe een ieder even na was. Dit zy ter loops gezegt, en ten 
opzichte van de beschilderde Muuren van den Fresco Schilder Ludius. Voor zijn tijd 
was er te Romen een ander Schilder, die een grooten naam zou hebben verkreegen 
wegens zijn Konst, indien zijn onwaardige leevenswijze waar door hy het Konstpenseel 
ontheyligde, hem de verachtig der deugzamen niet had op den hals gehaalt. Zijn naam 
was Arbelius, en hy bloeide maar weynig tijds voor Augustus; die Schilder was altoos 
ingewikkelt in een nieuwe Minnenhandel met allerley soort van Vrouwen, de laatste 
Pels was hem altoos de waardigste, waar van hy zich als van een nieuw model bediende, 
in zijn Konstschilderyen, en ter goeder uure, indien hy daar toe Aretijns Oronnantien 
of Romeyn de Hooges Zinnebeelden had uytgekipt; maar doorgaans schilderde hy 
Goden en Godinnen van den eersten rang, en een Juno, een Minerva, of de Moeder 
Cybele, penseelde hy na die Byzit waar op hy dan het hévigste was verzot. Zo dat de 
Liefhebbers van de Schilderkonst, in het doorloopen van zijn Godinnen, altijds alle 
zijne geliefde Maitressen, of liever zijne onkuysche Courtisanes, konden kennen. Den 
bevalligen Albaan gedroeg zich daar in op een eerlijker wijze, dewijl hy in zijn Familie 

102 de daar toe vereyschte modellen vond, en in | zijn schoone Huysvrouw, en onder zijn 
engelachtige kinders. Alhier zouden wy noch den grooten Raphael d’Urbino konnen 
toevoegen, die al ommers zo verzot was op die schoone Sexe, als een britsche Dog 
heet is op een Vuurwerk, en die zich met Ziel en met Licghaam aan de Vrouwen over- 
gaf, op die tijd, toen hy die Godvruchtige Autaarstukken schilderde, waar mee noch 
hedensdaags de Roomsche Kerken pronken. Doch wy zulllen er dit toedoen tot zijn 
verdédiging, dat die zucht genoegzaam zijn eenigste gebrek was, en waar van hy ook 
de schielijke straf droeg, als die door een Debauche van die natuur uyt dit leeven wiert 
weggerukt, onderwijl dat hy zich werkelijk bézig hielt met het schilderen van een 
geheyligde Ordonnantie. 

Na dien Arbelius kwam er een ander aanstuyven op het Schildertonneel, een man 
die zo gestreng en zo deftig was van zeeden als een Kato, en die echter vrolijke en laage 
voorwerpen schilderde. Hy wiert Fabullus genaamt, en die Konstenaar had zo een raar 
opslag van oogen, dat het scheen dat hy ieder in het byzonder aanzag, van wat zijden 
men hem ook bekeek. Hy schilderde maar weynige uuren daags, en dat met zo een 
gestadige defigheyt, dat hy altoos bekleed was met een lange Tabbaert, alhoewel hy 
het penseel in de hand had gevat, of dat hy maalde op stellaadien. Hier in gelijk aan 
de spaansche Vleeshouwers, die altoos gemantelt, gedegent, en geponjaart zijn, al is 
't dat ze een kalfsschenkel rabraaken, of een vierendeels frikkadel kleyn kappen. Zijn 
gantsch werk, dat zeer aanmerkelijk was, wiert opgeslooten in het goud Paleys van de 
Keyzer Nero, welk gebouw onnoemlijke sommen had gekost, en evenwel tot de grond 

103 toe wiert verbrant: en daar komt het van daan, zegt | Plinius, dat er geen Schilderyen, ja 
zelve geen Kopeyen van dien Schilder by zijn tijd te zien waaren binnen Romen. 
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Somewhat earlier there was another painter in Rome who could have won a great 
reputation for his art, if the ignoble life style desecrating his brush had not earned 
him the scorn of the virtuous. He was called Arellius and he throve shortly before the 
reign of Augustus.!29 This painter was always involved in new love affairs with differ- 
ent kinds of women, always considering his latest conquest the best, using her as his 
model in his works of art and properly so when he had chosen Aretinian compositions 
or personifications in Romeyn de Hooghe’s manner. However, as a rule he painted the 
major gods and goddesses. Painting a Juno, a Minerva or a mother goddess Cybele, he 
modelled her after the concubine he was most fond of at that moment. Therefore the 
art lovers inspecting his successive goddesses could always recognise his favourite mis- 
tresses, or rather his unchaste courtesans. The gracious Albani acted more respectably 
in this matter, finding the required models in his family, | his beautiful wife as well 102 
as his angelic children.3° We could add the name of the great Raffaello Sanzio from 
Urbino here, because he was as keen on the fair sex as a British dog on the fireworks, 
surrendering his body and soul to women precisely when he was working on these 
pious altar pieces that still adorn Rome’s churches.!*! But we will be his witness for the 
defence, stating that this craving was more or less his only shortcoming for which he 
was punished abruptly when he was carried off by a debauchery of a sexual nature, in 
the days he was busy painting a saintly composition. 

A new actor on the stage of painting entered after Arellius, and this man was as 
strict and dignified in his behaviour as a second Cato, although he painted merry and 
lowly subjects. His name was Amulius!* and this artist had such strange eyes that 
he seemed to look at the face of everybody at the same time, from whatever side he 
was approached.!83 He painted a few hours per day only, permanently maintaining his 
dignity by wearing a long tabard although he handled the brush or was working on a 
scaffold. This habit he had in common with the Spanish butchers who at all times sport 
their capes, swords and poniards, even when they are molesting a calf’s knuckle-bone 
or are mincing a quarter pound of beef. His complete oeuvre, that was very consider- 
able, was locked away in Nero’s golden palace, a building that had cost unbelievable 
amounts of money. It burnt down completely and this why | in Pliny’s time there were 103 
no paintings by Amulius or copies after his work to be seen in Rome, our informant 


writes. 


129 JCW 1101 calls him Arbelius. 

130 This remark taken from DD 94, note. 

131 This remark taken from DD 93, note. 

132 Pliny ug (note): most editions give ‘Famulus’. 

133 Pliny 120: by this artist there was a Minerva, which had the appearance of always looking at 
the spectators, from whatever point it was viewed. What Pliny said about the painting was 
applied by Jcw to its maker; he copied this misunderstanding from DD 94. 
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Na hem wiert te Romen veel werks gemaakt van twee Schilders, naamlijk, Cornelius 
Pinus, en Accius Priscus, na wier overlyden de Schilderkonst scheen op het gypen te 
leggen. Die twee Schilders schilderden gezamentlijk aan die Tafereelen, dewelke 
men noch by het leeven van Plinius zag hangen in den Tempel der Tweelingen, of 
om zo te spreeken, van de Eer en van de Deugd, welk gebouw den Keyzer Vespasiaan 
dee herstellen en beschilderen op een wijze zijns en de Tempelen waardig. Die 
zelve Vespasiaan stichte noch den Tempel der Vreede, en vercierde die met de 
alderzeldzaamste Oudheden en Cieraaden; doch het vuur verteerde alle die Tempelen 
geduurende de Regeering van Kommodus. 


Pausias 
En nu zullen wy overgaan tot een andere wijze van schilderen, dewelke wel eer van 
een groot gebruyk is geweest, doch thans achter de bank is geworpen, gelijk als het 
Glasschilderen, of anders gedoopt, het Glasschryven. Wy spreeken van de Schilderkonst 
in wasch, waar in het penseel niet veel of by na geen deel had, en waar in men zich 
vergenoegde om de koleuren op het Hout of op het Ivoor te doen houden, door het 
middel van vuur. Men kan niet wel zeggen, schrijft Plinius, wie er den Uytvinder van 
is geweest. De sommigen geeven voor dat men de roem van die Konst of Uytvinding 
is verschuldigt aan een zekeren Aristides, niet dien Schilder van Theben, maar een 
ander Konstenaar, die een Leerling was van Polycletus. Zy voegen er by dat Praxiteles, 
een groot Beeldhouwer, die Konst, uytgevonden by Aristides, verbeterde, en tot een 
meerder soort van volmaaktheyt brogt, doch wy konnen er geen beéedigde getuygenis 
104 van geeven, te meer dewijl de wassche | Schildereyen zijn bekent geweest, voor de 
Eeuw van die twee Schilders. Daar waaren van dat zoort van Tafereelen gemaalt of 
gemaakt by Polygnotus, by Nicanor, en by Arcesilas, welke drie Heeren Landslieden 
waaren, geboortig van de stad Pario. Lysippus, dien beruchte Konstenaar, en dien 
eenigste Beeldhouwer, die ten tijde van Alexander bronze Beelden mocht gieten, 
schilderde ook in wasch op het eyland Egina; en dat is zo waar dat hy op een zekere 
tijd een Grieks opschrift stelde onder een diergelijke wassche Schildery, waar van den 
inhoud luyd op Nederduyts; Dit Tafereel heeft Lysippus geschildert in of door het vuur. 
Lysippus zou nooit dat opschrift zo rond uyt hebben durven stellen onder dat Tafereel, 
indien de brandende Schilderkonst in gebruyk was geweest voor zijn Eeuw. Want den 
Leezer zal gelieven te weeten, dat de Opschriften gemeenlijk vry zeediger waaren op 
die aloude, als op de tegenwoordige tijden, en dat de Konstenaaren zich vergenoegden 
met onder aan op hun Tafereelen te schryven, Zo een schilderde het, zo een maakte het 
door het vuur; ja dat ging zo ver, dat er ten tijde van Plinius maar drie aloude Tafereelen 
bekent waaren, waar onder zy hadden geschreeven; Zo een heeft het gemaakt; zo een 
heeft het geschildert, zo een heeft het opgemaakt door de hulp des vuurs; en die Schildery 
van Lysippus besloeg een plaats onder die drie stukken; en daar uyt besluyt Plinius, 
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After him, Rome extolled two painters, to wit Cornelius Pinus and Attius Priscus; 
but after their death the art of painting seemed to be at her last gasp. They worked 
together on the paintings that in Pliny’s time still could be seen in the temple of the 
Twins or rather of Honour and Virtue.!34 Emperor Vespasian had this building repaired 
and decorated in a way that was appropriate for an emperor and for a temple. This 
Vespasian founded the Temple of Peace and embellished it with the rarest antiquities 
and ornaments but fire consumed all these temples during Commodus’ reign. 


Pausias 
And now we will broach a different way of painting that formerly was widely practiced 
but has been discarded, just as happened to the staining of glass, also called painting 
on glass.!35 We are referring to painting in wax, in which the brush plays a minor or 
negligible role, because artists limited themselves to fixing the pigments on wood or 
ivory by means of fire. According to Pliny, it is hard to determine who was its inventor. 
Some authors maintain that we owe this honourable art or invention to a certain 
Aristides, not the painter from Thebes but someone else, a pupil of Polycletus.!36 They 
also state that the great sculptor Praxiteles improved this art that had been invented 
by Aristides, but we cannot swear to it, certainly not because encaustic paintings were 
known already | before the time of these two artists. Specimens of this technique were 104 
painted or made already by Polygnotus, by Nicanor, and by Arcesilaüs, compatriots 
from the town of Paros. When the famous artist Elasippus lived on the island of Aegina, 
he also painted in wax; he was the only sculptor in Alexander’s days who was allowed to 
cast bronze statues.!3” We know this from an inscription in Greek that he once placed 
under an encaustic painting; its Dutch translation reads as follows: Elasippus painted 
this in or by means of fire. He would not have dared to state this so openly at the bottom 
of the painting, if the art of painting with fire had been common practice before his 
time.!38 The reader should know that in ancient times the inscriptions used to be far 
more modest than those of our age, the artists limiting themselves to writing at the 
bottom of their paintings: this man painted it, or: this man made it by means of fire. In 
the days of Pliny only three ancient paintings were known to have such an inscription: 
this man made it; this man painted it; this man perfected it by means of fire. Elasippus’ 
painting was one of these three, which led Pliny to the conclusion that the artist was 


134 Pliny 119: who painted the Temple of Honour and that of Virtue, on their restoration by the 
Emperor Vespasianus Augustus. 

135 Glasschilderen and glasschryven both mean: to make stained glass for windows. Here 
schryven does not mean to write but to paint. 

136 DD 96 (note). 

137 DD 96 reads Lysippus instead of Elasippus; Weyerman follows him. 

138 The rest of this paragraph not in Pliny. DD 96. 
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dat hy wel voldaan was over dat Tafereel, dat het stuk heerlijk, en die brandende 
Schilderkonst zo nieuw niet was, als men malkanderen poogde te doen gelooven. 

Daar wort ook nog verzekert dat Pamphilus, die de eer had dat den grooten Apelles 

zijn Leerling was geweest, niet alleenlijk schilderde op die wijze, maar desgelijks dat 

105 hy er Lessen over gaf, gelijk over de | Tékenkonst, en over de gewoonlijke Schilderkonst. 
Men voegt er noch by, dat Pausias, onder anderen, het geluk had van zich te bedienen 
van dat onderwijs, hy, die een iegelijk weet dat plagt uyt te munten in dat soort van 
schilderen. Die Pausias was geboortig van Sicyone, Zoon van een Schilder genaamt 
Brietes, en in den beginne een Leerling zijns Vaders, en naderhant een Discipel van 
Pamphilus, wegens de brandende wassche Schilderkonst. Zo dat hy zich ten eersten 
van die twee wijzen bediende, doch niet met het zelve geluk. Want hy beschilderde de 
muuren van den Tempel van Delphos, op de gemeene wijze, dat is, met het penseel; 
doch als het werk voltooit was, en vergeleeken wiert met dat van Polygnotus, gaf de 
geheele Weerelt den prijs aan den laatsten, met deeze byvoeging om den anderen te 
vertroosten; Dat hy dat gedeelte van de Schilderkonst, waar in hy uytmunte, niet had 
uytgekipt, dat is te zeggen, dat soort van de Schilderkonst dat hy beter bezat, dan 
het beschilderen van met versche kalk bestreeken muuren. Waarschijnlijk bediende 
hy zich van dien raad, want naderhant bepaalde hy zijn konst in het schilderen met 
wasch en met vuur. Aldus begon hy naderhant de Verwulfsels, en de met wagenschot 
beschooten muuren, te vercieren, zonder dat hy daarom naliet zijn draagbaare stukjes in 
die soort van Schilderkonst te verwaarloozen. Om die Tafereeltjes te beter te bewaaren, 
maakte hy die zeer kleyn, en om ze zo veels te bevalliger te doen schynen, verkoos hy 
meestentijds tot zijn voorwerpen, jonge Kindertjes, of Kupidootjes. Daarom zeyden 
zijn Mededingers, Dat hy daarom dat soort van figuuren schilderde, dewyl die meer tijd 
vereyschten, en hy daar door de gelegenheyt vond om op zijn gemak die stukjes zuyverlijk 

106 te schilderen; als of dat een wezendlijke beschuldiging was, voor een | Konstschilder, de 
verhevendheyt van zijn konst te kennen. Doch om zijn Benyders den mond te sluyten, 
en zich den naam van een bekwaam en vaerdig Konstenaar te verkrijgen, wiert hy 
voorneemens om een Beeld te schilderen op eene dag, en het gelukte hem na wensch; 
dat Tafereel dat een kind verbeelde, wiert op zijn taal genaamt, (a) Emeresios, als of 
men zey, het kind van eene dag. 

Ook had die Konstenaar noch een buytenkans waar van hy zich meesterlijk wist 
te bedienen, en dat was, hy beminde in zijn groote jeugd een jonge Dochter in zijn 
land, genaamt Glycera; en dewijl dat Meysje de Uytvindster was van de eerste groene 
kranssen, of Bloemkroonen in Griekenlant, met welke kranssen de Jongelingen en de 
jonge Maagden wierden bekranst, kreeg hy de gelegenheyt om die zo aardiglijk na te 
bootsen, op zijn brandende Schilderwijze, dat hy in 't vervolg den prys daar van dorst 
betwisten aan alle andere Schilders, en ook de overwinning daar in behaalde. Want 
dagelijks voorzag zy hem van nieuwe modellen, dewijl zy die Kranssen of Bloemtuyltjes 
met opzet veranderde, om door de natuur zelve de konst uyt te tarten, en daar door 
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pleased with his work, that it was glorious and that the art of painting with fire was not 
as brand new as people wanted to believe. 

We are told for certain that Pamphilus, who enjoyed the honour of having had 
Apelles as his pupil, did not only use this method of painting, but also taught it, to- 
gether with the art of drawing | and the regular way of painting. 105 

We are also informed that Pausias, who was generally known as an excellent en- 
caustic painter, had the privilege of being one of those who heard Pamphilus’ lessons. 
This Pausias was born in Sycion as the son of a painter called Bryetes. Initially, he was 
his father’s pupil, but later Pamphilus instructed him in the art of painting with fire 
and wax. Consequently, he practiced both methods but not with equal success. He 
painted the walls of the temple of Delphi in the usual way, with the brush. But when it 
was finished and his work was compared with that of Polygnotus, everybody awarded 
the palm to the last-mentioned, consoling Pausias with the remark that he had not 
opted for the part of painting in which he excelled. In other words, he had a better 
command of this method than of painting on walls covered with fresh plaster. He must 
have taken this advice to heart since, from then on, he limited his work to painting 
with wax and fire. Later on, he began to decorate vaults and wainscoted walls in this 
way, without neglecting the production of portable paintings in the same technique. 
To reduce the vulnerability of these paintings he made them very small and he mostly 
chose small children or putti as his subject matter, to make his works appear more 
gracious. Therefore, his competitors said that he painted this kind of figures because 
they were more time-consuming, which gave him an opportunity to work on them 
calmly and precisely. It seems as if they were blaming him seriously | for comprehend- 106 
ing the loftiness of his art. To silence his detractors and to win the reputation of an able 
and proficient artist, he conceived the plan to paint a figure in one single day, which 
he accomplished to satisfaction. This painting of a child was called in his language 
(a) Emeresios, which seems to mean a short-lived child.9 

When he was a young adult, this artist had a piece of good luck of which he profited 
in an excellent way. He loved a young woman from Sycion called Glycera. She hap- 
pened to be the inventor of the green wreaths or chaplets of flowers, used in Greece 
to crown young men and women. This gave him the opportunity to reproduce them 
so nicely in his fiery way of painting that he dared to challenge all other painters of 
flowers, remaining victorious. She provided him with new models every day, changing 
her wreaths or bouquets intentionally to defy art by means of nature. This helped him 
to surpass art, advancing this speciality of painting so far that none of his successors 
could reach the same level of perfection, that is to say in encaustic paintings of flowers. 


139 Pliny 124 (note): the ‘one day’ picture.The words kind van eene dag allude to the insect 
eendagsvlieg (ephemeron, one-day fly), but also to the expression: het is een man, vrouw, 
kind van de dag: his, her death is to be expected any day. Compare JCW 11:169, 411; 11:41. 
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overtrof hy de konst, en hy brogt dien tak der Schilderkonst zo hoog, dat niemant 
na hem die trap der volmaaktheyt heeft konnen bereyken, altoos niet ten opzichte 
van wassche Bloemen. Eyndelijk, na op honderde onderscheyde Wijzen de Kranssen 
en de Tuyltjes van zijn Beminde Glycera nagebootst te hebben, schilderde hy haar 
Konterfytsel leevens groote tot aan de voeten, in die gestalte als hy haar meestentijds 
ontmoete; dat is te zeggen, gezéten in het midden van haar Bloemen, 


(a) _‘Huepúotos. 


107 |en een Kransje in de hand, daar mee zy bézig was om dat te schakeeren. Niemant 
behoefde zich te verwonderen over de schoonheyt van die Schildery, dewelke doorging 
voor een Meesterstuk in het algemeen, en voor hem in het byzonder, dewijl de Liefde 
en de Erkentenis, eenmoediglijk en hand aan hand met den Geest om strijd daar aan 
hadden gearbeydt. Dat Tafereel slachte de Meysjes van plaisier en had meer als eene 
naam by de Schilders; deezen noemden het Stephaneplocos, de goede Vlechster van 
Kranssen; en geenen doopten het Stephanopolis, de Verkoopster van Bloemkranssen; 
welke beyde naamen in een oogpunt uytloopen; alhoewel den laatste naam meer over- 
eenkomst heeft met den eersten staat van (a) Glycera, dewelke arm was in haar jeugd, 
en geen ander onderhoud had, om zo te spreeken, als aan de (b) punten van haare 
vingers. Plinius weet ons niet te zeggen, of het Origineel noch in weezen was in Italien 
by zijn tijd, maar hy zegt dat men den Leeuw kan kennen uyt de klaauw, en van des- 
zelfs schoonheyt vermag te oordeelen uyt de heerlijke Kopey, dewelke Lucullus kogt 
tot Athenen, geduurende de Feestdagen van Bacchus, 


(a) Alhier zal ik den Leezer ter eerse van Pausias waarschouwen, dat hy zijn Min- 
naares niet gelieve te verwarren met een andere Glycera, een Juffertje Levi, en 
een goede bekende Vriendin van Praxiteles, volgens Pausanias. 

(b) Daar hebje een paar Artykelen, dewelke haar vry spreeken van Ligtvaardigheyt. 
Zy was arm, en zy won den kost met haar eyge handen. Vergelijk dat Konterfytsel 
eens met het meysje in Terentius. Heaut. Act. 2. Sc. 2. Wy vonden haar in haar 
Kamer, vastgebonden op haar Tapytwerk, en arbeydende met zeer veel oplettend- 
heyt. Zy was zeedigjes gekleed, zonder eenig goud of zilver, en zodanig als dat die 
perzoon betaamt, die zich niet opschikt als voor zich zelve. Men bespeurde geen 
blanketsel op haar Aangezicht, geen lootwit op haare wangen, noch geen vermil- 
lioen op haare lippen. Haare hoofdhaairen hingen achtelooslijk, en vielen onder- 
scheydentlyk rondom haar hoofd. 


108 |en waar voor hy betaalde een somme van ses en dartig hondert guldens. 
Pausias oeffende zich ook in groote Schilderyen, maar altoos in wasch, waar in 
hy uytmunte. By het leeven van Plinius waaren er noch verscheyde Tafereelen van 
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After having reproduced the wreaths and posies of his beloved Glycera in hundreds of 
different ways, Pausias at last painted her portrait life-size and full-length, seated in the 
way in which he usually saw her, surrounded by her flowers 


(a)  ‘Huepyatos. 


| and holding a wreath in which she was arranging flowers by the colour. Nobody 107 
should be amazed about the beauty of this painting, that was generally considered a 
masterpiece and certainly one of Pausias’ best works, since Love and Gratitude unit- 
edly and hand in hand competed with each other, cooperating with his creative mind. 
Painters gave this work more than one title, just as they do to loose women: some 
called it Stephaneplocos, the good wreath maker; others named it Stephanopolis, 
seller of wreaths, which practically means the same. But the second name is more in 
accordance with (a) Glycera’s initial situation, since she lived in poverty in her youth, 
having no resources apart from her nimble fingertips (b). Pliny didn’t know whether or 
not the original painting had survived in Italy until his time, but he states that one can 
recognise a lion by its claws and that one can judge on the beauty of this painting from 
its glorious copy. During the bacchanalia in Athens this copy was acquired by Lucullus 
for 3.600 guilders. 


(a) On behalf of Pausias’ reputation, I have to point out that his lover should not 
be mistaken for another Glycera, a light-skirt and a dear friend of Praxiteles, as 
Pausanias writes. 

(b) Now I will adduce some evidence to exculpate her from frivolity. “She lived in 
poverty in her youth, having no resources apart from her own handiwork’. Please 
compare this portrait with the girl in Terentius’ Heaut. [Heauton Timorumenos], 
act 2, scene 2: “we found her in her room, absorbed in weaving, working very at- 
tentively on her tapestry. She was decently dressed, wearing no gold or silver, as is 
appropriate for someone who dresses up for no one but herself. There was no trace 
of rouge on her face, no white lead on her cheeks, nor any vermilion on her lips. Her 
hair hung carelessly down around her head in loos strands”. 


| Pausias applied himself to large-scale paintings as well, but in encaustic only, the 108 
technique in which he excelled. In Pliny’s lifetime a number of different works by this 
artist survived in Rome, but his most amazing painting was to be seen in Pompeus’ 
gallery, the well-known Sacrifice. It was innovative in all respects, imitated by many 
later painters but never equalled until now. The beauty of this painting resided first 
and foremost in the depiction of an ox that was to be sacrificed. One could see that the 


140 Pliny 125 (note): chaplet-wearer. 
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dien Konstenaar in weezen binnen Romen; maar het verwonderlijkste stuk was te 
zien in het portaal van Pompeus, en verbeelde die vermaarde Opoffering, dewelke 
oorspronkelijk was in alle deelen; dewelke veele Schilders ’t zedert hebben nagebootst, 
maar dewelke tot noch toe niemant heeft konnen evenaaren. De schoonheyt van die 
Schildery bestont inzonderheyt in het konterfytsel van een Os voorgeschikt tot de 
offerhande. Men kon zien dat den Schilder de lengte en de dikte van dat dier hadden 
willen doen bevatten; en ondertusschen had hy den Os verbeelt vlak van vooren, in stêe 
van hem te schilderen van ter zyde, gelijk als hy had konnen doen met minder moeite. 
En niet tegenstaande die gestalte, en dat het dier zich rechtstreeks vertoonde, zag men 
klaarlijk zijn gantsche lengte. Dat was de eerste zaak die in dat Tafereel verwonderlijk 
voorkwam, dat den Schilder de verkorting had gezocht, in stee van die te vermyden. 
Maar noch ley er iets anders verhoolen in dat stuk, een meestersuk dat niet minder was, 
en waar in hy meer dan eene zwaarigheyt had weeten te boven te komen. Een iegelijk 
Liefhebber weet dat alle die geenen de zich bemoeien met schilderen, doorgaans die 
voorwerpen die het meeste moeten voorkomen, witachtig, of met koleuren die het 
wit naby komen afmaalen; en dat zy die deelen, die min ofte meer moeten wijken of 
minder behooren uyt te komen, bruyner houden. Hier in tegendeel was het Dier zwart 
van het hoofd tot aan de voeten, zo dat die zelve koleur waar mee hy die figuur had 
109 | afgemaalt, hem had gedient om de schaduuwen te diepen; waar in hy zekerlijk niet 
alleenlijk zijn groote kennis in de schikking der Lichten en Schaduwen had doen zien, 
maar desgelijks een ongemeene naauwkeurigheyt in de uytvoering betoonde; dewijl 
hy ongelijkelijk twee zaaken van eene en dezelfde koleur had doen voorkomen, door 
ongevoelige afdaalingen, en dat hy die Ledemaaten weezendlijk wist te onderstutten, 
dewelke als gebrooken waaren de eene in de andere, door de eenparigheyt der bruyne 
koleuren. Pausanias gewaagt noch van eenige andere werken van dien Schilder, waar 
over zich de Liefhebbers hadden verwondert; en onder anderen spreekt hy van een 
Kupido, die zijn boog en pylkooker weggeworpen hebbende, een Lier in de hand had 
gevat, om zich te vervrolijken. Daar by had hy de Dronkenschap zo natuurlijk verbeelt, 
zegt hy, dat men dwars door een grooten roemer die zy uytveegt, alle de gelaatstrekken 
van haare hoogroode tronie kon bekennen. Mijn Heer Perrault vertelt ons koeltjes, Dat 
de oude Schilders, noch de doorzichtkunde, noch de schikking der lichten of schaduwen 
kenden. Wy onderstellen dat het al ommers zo veylig is om Pausanias te gelooven, die 
dat Tafereel heeft gezien; dan ons blindelings over te geeven aan Monsieur Perrault, 
die er van oordeelt, als den Blinde van de koleuren. Het lust ons niet dien franschen 
Snoeshaan alhier te ontleeden, den verhêven Boileau Despreaux heeft die beyde 
Perraults zo kavalierement gekatekiseert in zijn aanmerkingen over Longinus, en in 
onderscheyde vaerzen, dat wy er thans niet af of toe zullen doen, maar den Leezer, 
zo ’t hem lust, daar na toe renvooieeren. Het zou een werk zonder eynde worden, om 
alle zijne andere werken aan te haalen; wy zullen ons vergenoegen van er noch by te 
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painter wanted the length and girth of the animal to be discernible, although he de- 
picted it frontally instead of from the side, which would have required less effort. Even 
though the animal presented itself straight on, one could see its full length clearly. 
The fact that the painter opted for foreshortening, instead of avoiding it, was the first 
reason to be astonished about this painting. It had another inconspicuous quality, an 
even greater stroke of genius, with which Pausias surmounted a number of problems. 
Every art lover knows that all practitioners of painting usually depict the objects that 
should come forward in a whitish tint or in colours that are close to white, whereas 
they use darker tints for the parts that should recede or come forward somewhat less. 
In this case, however, the animal was black from top to toe, | which means that the 109 
painter used the same colour for the animal's skin and for the darkest accents in the 
shadows.'#! Thus he unquestionably demonstrated his great understanding of the ar- 
rangement of light and shadow and at the same time he executed his work with an un- 
common accurateness. With imperceptible gradations he made two parts of the body 
of the same colour come forward differently, giving sufficient solidity to these parts 
through their common dark colour that was toned down in steps from one part to the 
next. Pausanias mentions some more works from Pausias’ hand that caused amaze- 
ment among the lovers of art.!42 One of these is a Cupid holding a lyre to cheer himself 
up, having cast his bow and quiver aside. He also depicted Drunkenness so naturally, 
Pausanias says, that one could make out all traits of her flushed face through the enor- 
mous rummer she is emptying. Mr. Perrault nonchalantly says that the ancient paint- 
ers knew nothing about perspective or the arrangement of light and shadow.'43 We 
guess that it is much safer to believe Pausanias, who saw this painting himself, than to 
follow Mr. Perrault blindly who speaks about this matter as blind people speak about 
colours. We are in no mind now to analyze the words of this quirky French fellow. Since 
the worthy Boileau-Despréaux gallantly administered both Perraults a severe lecture 
in his notes on Longinus!** and in a number of his poems, we will drop the subject, 
referring the reader who might be interested to this author. Enumerating all Pausias’ 
works would be an endless chore. Just let us say that Pausias chose willingly to pass 


141 Pliny 127: he has painted the whole of the ox of a black colour, and has shown the dimensions 
of the body which throws the shadow by the medium of the shadow itself: In the last stage of 
execution the early-modern painter adds small touches to enhance the contrast between 
light and dark. They are called hoogsel (heightening, highlight) and diepsel (deepening, 
deepest shadow). 

142 DD gg (note). 

143 The attack on Perrault taken from DD 99, note. In Dutch the word perspectief means any 
suggestion of pictorial depth, not just mathematical perspective. 

144 N. Boileau Despréaux, Traité du Sublime, Longin, 1674. See: N. Boileau Despréaux, Oeuvres 
diverses, Amsterdam (H. Schelte), 1702; this edition available through Google Books. 


Lyckle de Vries - 978-90-04-42187-5 
Downloaded from Brill.com11/09/2020 11:18:32AM 
via free access 


286 APPENDIX 2 


uo doen, dat hy geboortig zijnde van Sicyone, | gelijk als wy reeds hebben gezegt, hy aldaar 
het grootste gedeelte zijns leevens doorbrogt, en zo veels te liever, dewijl die stad de 
Voedstermoeder was geweest van de Schilderkonst en van de Schilders. Het is waar 
dat men met zijn Tafereelen leefde, gelijk als noch veele hedensdaagsche Schilders 
er mee leeven, dat is te zeggen, dat men ze verpande voor gereede penningen; een 
gewas daar de Konstschilders niet minder op verzot zijn, als op lekkere Wijn en op 
schoone Vrouwen. Ook wist een zekere Scaurus zich zo wel van die behoeftigheyt der 
Liefhebbers te bedienen, als wel eer een zeker Griffier op een linksche wijze zich van de 
Geldeloosheyt eens Bredaasche Bloemschilders bediende; doch met dit onderscheyt 
dat Scaurus die Tafereelen rechtstreeks kogt, voor aanmerkelijke sommen, daar den 
Griffier die langs laaggezielde omwegen den Abderiet uyt de hand wrong, voor een 
onaanmerkelijke Bagatelle. Scaurus dan kogt die Schilderyen, met een voorneemen, om 
daar door zijnen naam te vereeuwigen, in het Gebouwmeesterschap zijns Vaderlands. 
Hy betaalde die Pandbeleeners, en hy verzamelde noch zo veele schoone Tafereelen 
van andere Meesters als hy kon bekomen, en hy vervoerde die na Romen, alwaar 
hy die beneffens andere zeldzaamheden dee plaatsen op dat berucht Schouwburg, 
dat hy drie verdiepingen hoog had doen optrekken, alle welke verdiepingen waaren 
onderschraagt door heerlijke zuylen, verrijkt met marmere en met bronze Beelden, en 


met de aloude Konsttafereelen der beruchtste Meesters. 


Andere schilders die in wasverf werken 
Na Pausias verscheen Euphranor, die zich noch hooger opbeurde, en die dat soort 
van Schildering tot op den oppersten trap der volmaaktheyt ophemelde. Ook moet 
men bekennen dat hy een der grootste Schilders is geweest, die ooit het zonnelicht 
m beschouwde, tot zo | verre, dat de vermaardste Schryvers hem boven alle de anderen 
plaatsen, zonder de geringste uytzondering. Dien grooten Man was een Isthmiaan, dat 
is te zeggen, gebooren ontrent Korinthen; maar hy bloeide voornaam lijk te Athenen, 
in de hondert en vierde Olympiade. Quintiliaan verheft hem boven alle Schilders, 
en hy vergelijkt hem by Cicero, in die schoone vergelyking die hy maakt tusschen de 
Schilderkonst en de Welspreekendheyt. Varro schrijft hem al het hoogzweevent toe 
van de Schilderkonst; en Pausanias zegt, dat hy volmaaktelijk de kennis bezat van de 
schikking der lichten en schaduwen. Hy werkte verwonderlijk in het koper, zo dat hy 
met fatsoen kan geplaatst worden onder de alderbeste Beeldhouwers. Zijn geest was 
groots en bestendig; alles waar aan hy zijn handen sloeg gelukte hem, tot de overgroote 
Beelden, en de marmere werken inkluys; en hy bytelde alderhande Vaazen uyt de al- 
derhardste stoffen. Een leerzaam en arbeydzaam Konstenaar was hy, meer als iemant 
op de gantsche aarde; hy munte uyt in alles waar toe hy zich vervoegde, en hy was in 
alles wat hy ondernam, altoos zich zelven gelijk. Hy was den eersten Schilder van zijn 
eeuw, die natuurlijk de waarde der Helden en andere groote persoonaasien wist uyt te 
drukken; en aan den andere kant was hy verwonderlijk wegens zijn naauwkeurigheyt 
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most of his life in Sicyon where he was born, | as we said before, since this place was uo 
the foster-mother of the art of painting and of painters. Admittedly, his paintings were 
treated not differently from the way in which many painters of our time treat them, to 
wit: they were pawned for cash, a crop on which painters are as keen as on good wine 
and beautiful women. A certain Scaurus made cleverly use of the indigence of these 
votaries, in the same way as once a certain clerk of the court deviously misused the 
poverty of a flower painter from Breda,!*° the difference being that Scaurus bought 
these paintings firsthand for considerable amounts, whereas the clerk used vile and 
indirect means to wring them from the hands of this artist from Abdera for a mere 
trifle. Scaurus acquired these painting with the intention of perpetuating his reputa- 
tion as an architectural Maecenas in his native country.!46 He paid the pawn-brokers, 
collecting as many beautiful paintings as he could lay his hands on and brought them 
to Rome, where he put the paintings and other curiosities in the famous theatre he 
built. Its three storeys were supported by beautiful columns and were decorated with 
marble and bronze statues and with ancient works of art by the most famous masters. 


Other Painters Working in Wax 
After Pausias Euphranor came to the fore, who rose to even greater heights, bring- 
ing the art of encaustic painting to the highest degree of perfection. We have to say 
that he was one of the greatest painters who ever saw the light of day, so much so | im 
that the most famous writers, without any exception, ranked him higher than all other 
painters. This great man was born on the Isthmus, not far from Corinth that is, but he 
flourished in Athens mostly, during the one hundred and fourth Olympiad. Quintilian, 
who elevates him over all other painters, refers to Cicero’s elegant comparison of the 
art of painting with rhetoric. Varro attributes all sublimity of the art of painting to this 
man, and Pausanias states that Euphranor had a perfect mastery over the arrangement 
of light and shadow.” His work in bronze was so admirable that he can undoubtedly 
be counted among the very best sculptors. His unwavering mind was magnificent, and 
everything he took in hand came out well, bronze statues larger than life and marble 
sculpture included. He also chiselled a number of different vases from the hardest ma- 
terials. He was a studious and diligent artist, more so than anybody else in the whole 
world. He was excellent in anything he applied himself to, always maintaining this 
high standard. He was the first painter of his period who could express the natural 
dignity of heroes and other great men. At the same time he was admirable for the 
precision of his anatomical proportions. All the same, connoisseurs criticized him in 


145 This flower painter is jcw himself. Abdera is a Greek town, known for the stupidity of its 
inhabitants. jcw frequently uses the anagram Abdera to indicate the town of Breda(a). 

146 DD 100. 

147 DD 100-101. 
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in de Evenmeetbaarheden. Des niet tegenstaande schooren de Konstkenners hem en 
Zeuxis over een kam, dewijl hy de uytersten der Beelden al te zwaar maakte, als het 
hoofd, de handen en de voeten, en dat ten koste van het overige, dat er dan uytzag 
als ontvleescht. Doch zy bekenden daarom niet min eenpaariglijk dat hy een groot 
Meester was, die tot den grond toe en door en door het fyn kende van de konst, en die 
u2  gebooren scheen tot de glorie van de Schilderkonst. In | de Eeuw van Plinius waaren 
er noch twee vertoogen van hem in weezen, het eene over de Evenmeetbaarheden, en 
het ander over de koleuring, welke beyde Traktaaten overvloediglijk zijn groote be- 
kwaamheyt en zijn diepzinnige bespiegelingen over de Schilderkonst beweezen. Die 
beyde Traktaaten zijn al me ’t zoek geraakt in die algemeene schipbreuk der boeken 
met Têkeningen; welk verlies wy der Monniken domheyt en luyheyt moeten danken. 

Aangaande zijn Schilderyen die waaren [niet] talrijk? volgens Plinius, dewijl hy 
doorgaans Beelden had uytgehouwen en gegooten, behalven zijne uyt wasch geboet- 
seerde Figuuren, waar door hy zijn tijd had moeten verdeelen tusschen die onder- 
scheyde Konstwerken. By het leeven van Plinius was er noch een uyt wasch gebrande 
Schildery in weezen binnen Romen, verbeeldende dat befaamt gevecht tusschen die 
van Athenen tegens die van Theben, waar in niet als Kavallery was geweest van weers- 
kanten, en daarom was dat suk bekent by den naam van de Bataille der Ruyters. Noch 
waaren er van dien zelve Schilder de Twaalf groote Godheden, te weeten ses Goden 
en ses Godinnen, beneffens alle derzelver Eygenschappen. Dat Tafereel, dat zo veel 
geruchts had gemaakt by de Alouden, wiert op die tijd niet minder geacht by de 
Romeynen. Noch wiert er onder zijn besten werken getelt een Tafereel van Theseus, 
dat hy zelve zeer hoog waardeerde, dewijl hy gewoon was van te zeggen, Dat den 
Theseus van Parrhasius, waar van men zo veel werks maakte met roozen scheen gevoed, 
daar den zyne uyt waarachtig Vleesch en Bloed was ’t zamengestelt. Ook waaren eertijds 
tot Ephesen drie van zijn Konsttafereelen, alle drie uytmuntende en zeer vermaart: 
een Ulysses, die zich zinneloos veynst te zijn, om niet behoeven mee te gaan na de 

u3 _Belêgering van Troijen, spand een Koe neffens | een Paerd in voor dezelve Kar: noch 
twee overpeynzende Wysgeeren: en een Krygsgeneraal die het zwaard in de schee 
steekt. 

Ontrent die tijd bloeide er noch een ander Schilder van naam, genaamt Cydias, 
geboortig van Cithro, een der Cycladische Eylanden. Van die Schilder bezaaten de 
Romeynen niets anders, zegt mijn Zegsman Plinius, als een Konststuk van de Reys der 
Argonauten; welk Tafereel den Redekonstenaar Hortensius zo wel beviel, als die byzon- 
derlijk de Oudheyt beminde, dat hy er voor gaf ses en dartig duyzent guldens, en het 
opofferde of toeheyligde in een Kapel, die hy daar toe wel nadrukkelijk dee stichten, 
op zijn Hoeve by Tusculum. Na zijn dood, viel die Schildery in de handen van Agrippa, 
die dezelve toeheyligde aan het portaal van Neptunus. 


2 The omission of the word niet (not) is clearly a misprint. 
Lyckle de Vries - 978-90-04-42187-5 


Downloaded from Brill.com11/09/2020 11:18:32AM 
via free access 


DISQUISITION ON THE ART OF THE ANCIENTS 289 


the same way as Zeuxis, because he made the extremities of his figures—head, hands 

and feet—too heavy. The contrast made the rest of the bodies look emaciated. This did 

not withhold authors from unanimously calling him a great master who understood 

the finest points of the art and who seemed to have been born for the glory of the art of 
painting. | Two of his treatises were still in existence in Pliny’s time, one on the bodily u2 
proportions and one on colouring. They both demonstrated his great abilities and his 
profound considerations on the art of painting. These two treatises too went lost in the 
general shipwreck of illustrated books, a loss we have to blame on the stupidity and 
laziness of the monks. 

Euphranor’s paintings were [not] numerous,!** Pliny wrote, because he spent 
most of his time on sculpting and casting statues and also on modelling figures in 
wax. Consequently, he had to distribute his time over these different forms of art.49 In 
Pliny’s time, there was an encaustic painting in Rome, depicting the famous battle be- 
tween the Athenians and the citizens of Thebes, in which both sides threw in cavalry 
only and therefore this painting was known as the Battle of the horsemen. Furthermore, 
there was a painting from his hand of the Twelve major Gods, to wit six gods and six 
goddesses with all their characteristic features. This painting, that drew a lot of atten- 
tion among the ancient Greeks, was valued equally high by the Romans. A painting of 
Theseus was seen as one of his best works also, and Euphranor himself appreciated it 
very highly as appears from what he said more than once: Parrhasius’ Theseus that was 
cried up so much seems to have nourished himself on roses, whereas my Theseus is put 
together from real flesh and blood. There were three excellent and very famous paint- 
ings by him in Ephesus. Firstly a Ulysses who simulated madness to avoid being com- 
pelled to participate in the siege of Troy, and who harnessed a cow | and a horse tothe 13 
same wagon. Secondly: Two meditating Philosophers. And lastly: a General sheathing 
his sword. 

Cydias, another painter of high repute, flourished in about the same period. He 
was born on Cythrus, one of the Cycladic islands.!5° My informant Pliny says that the 
Romans owned nothing made by this painter, apart from his Voyage of the Argonauts. 
The orator Hortensius, who was a great admirer of antiquity, liked this painting so 
much that he paid thirty-six thousand guilders for it, dedicating it to a chapel on his 
estate near Tusculum that was establish for the purpose. After his death, this painting 
found its way into Agrippa’s hands, who dedicated it to the gallery of Neptune. 


148 DD 101.The word niet (not) seems to have been omitted by mistake. 
149 This statement not in Pliny; DD 101. 
150 DD 102. 
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Antidotus was een der Leerlingen van Euphranor, die zeer beroemt is geweest, 
en zich een grooten naam heeft gemaakt. Daar waaren eertijds noch drie heerlijke 
Schilderyen van dien Konstenaar te zien; een Soldaat, die den Vyant het hoofd bood, 
alleenlijk gewapent met zijn schild; dat Tafereel was te Athenen: een Worstelaar, die 
zich toeruste tot het gevecht, en gereed scheen om in het Worstelperk te treeden, en 
noch een Fluytspeelder, zo verwonderlijk en zo natuurlijk geschildert langs alle kan- 
ten, dat hy wiert geschat voor een der heerlijkste overblyfselen der Aloudheyt. Daar 
wort in het algemeen gezegt, dat dien Konstenaar zeer naauwkeurig was in zijn 
Evenmeetbaarheden, en daar by ontbrak hem geen bekwaamheyt om een figuur op te 
maaken; maar hy was niet vruchtbaar in Ordonnantien, en aan de andere kant was hy 
wreed of hard in zijn Schildering. 

Wat er van zy, hy heeft de glorie gehad van eenen Leerling voort te brengen, die 

u4 hem heeft overtroffen. | Die Leerling was den vermaarde Nicias, een Athener, die zo 
heerlyk de Vrouwen schilderde. Want behalve de lichten en de schaduwen, en de on- 
derscheyde aardige waarneemingen van die tegenstrydige schikkingen, die hy zo wel 
had bestudeert en zo wel verbeelde, was hy vooral grootelijks bezorgt om de Beelden 
wel te doen ronden, en die dat leeven te geeven, dat ons verrukt en betovert in de 
Schilderkonst. Zijn werken waaren meenigvuldig, ten tijde van Plinius: eene Nemea, 
zittende op een Leeuw, dewelke eenen palmtak vasthield, welke schildery te Romen 
gevoert zynde by Junius Silanus, door Augustus wiert toegeheyligt aan het Paleys: 
een Bacchus, naderhant opgeoffert aan den Tempel des Eendrachts: een Hyacinthus, 
den welke zo wel beviel aan den Keyzer Augustus, dat hy dat Tafereel meenam uyt 
Alexandrien, na dat hy die plaats had veroovert, en naderhant wiert het geplaatst in 
zijn eygen Tempel, als een stuk dat hy wel eer beminde, by zijn opvolger Tiberius: en 
noch een schoone Danaê, omringt met veele speelende Liefdegoodjes, onderwijl dat 
den gulde regen komt nederdaalen in haar tedere schoot; een Zinnebeelt, waar van wy 
honderde Voorbeelden hebben beleeft, in onze hedensdaagsche goudgraage Danaés. 
Alle die Tafereelen waaren eertijds in Italien. Elders kwam men noch veele andere kon- 
strijke Schilderyen te ontmoeten, gepenseelt door dien zelven Nicias: als by voorbeelt, 
te Ephesen was het Graf van Megabyses, den Opperpriester van Diana van Ephesen; te 
Athenen de Nederdaaling ter helle, op die wijze als den goddelijke Homeer die heeft af- 
geschetst, in zijn dooling van Ulysses: een onvergelijkelijk Konsttafereel, voor het welk 
den Koning van Egypten dien Schilder aanbood ses en dartig duyzent Dukatonnen; 

u5 doch Nicias weygerde dat bod, en vereerde | die Schildery aan zijn Vaderlant, als een 
Overblyfsel van zijn bekwaamheyt, zo wel als van zijn Milddadigheyt; dewijl hy reeds 
groote goederen bezat, en er noch dagelijks won en verzamelde. 

Alle die Konsttafereelen hier boven vermelt waaren van een kleyne omtrek; doch 
hy had er ook andere van een grooter soort geschildert, dewelke niet minder berucht 
zijn geweest: als by voorbeelt, eene Kalypso, dewelke den stouten Ulysses ophoud in 
haar Eylant, en hem zijn rampen poogt te doen vergeeten door alderhande soorten 
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Antidotus, one of Euphranor’s pupils, was very famous and established a great repu- 
tation. Three glorious works by this artist were still in existence in former times. Firstly: 
a painting in Athens of a Soldier confronting the enemy, armed with nothing but his 
shield; secondly: a Wrestler preparing for the fight who seemed to be on the point of 
entering the ring; and lastly: a Man playing the Flute that was so admirably and so 
naturally painted on all counts that it was considered one of the most glorious remains 
of antiquity.*! The generally accepted opinion on this artist is that he was very strict 
in his anatomical proportions, being very good at elaborating the details of a human 
figure, but he was not prolific in making compositions. Moreover his colouring was 
hard or harsh.!52 

However that may be, Antidotus had the honour of educating a pupil who surpassed 
him. | This was the famous Nicias from Athens who painted women so delightfully. He 114 
studied and successfully depicted the distribution of light and shadow, and he found 
different attractive solutions for compositions full of contrasts. However, he was con- 
cerned primarily about making his figures stand out from their background, infusing 
them with the life that enraptures and enchants us in the art of painting. In Pliny’s days 
his works were numerous: a Nemea sitting on a lion and holding a palm-branch for 
instance. When Julius Silanus brought this painting to Rome, Augustus dedicated it to 
the palace. Furthermore a Bacchus that later was dedicated to the temple of Concord; 
a Hyacinthus that was so much to emperor Augustus’ liking that he took the painting 
with him from Alexandria after his conquest of this town. Later his successor Tiberius 
placed this work of art, that had been dear to Augustus, in the temple of his predeces- 
sor. There also was a beautiful Danae, surrounded by many putti who frolicked around 
her, while the golden shower descended into her tender womb. She is a personification 
of the female lust for gold, exemplified by hundreds of our present-day Danaes. All 
these paintings were to be seen in Italy, but in other places one could find many more 
great works of art from the brush of this Nicias. In Ephesus, for example, was the Tomb 
of Megabyses, the high priest of the Ephesian Diana. In Athens was the Descent into the 
hell, depicted as the divine Homer sketched it in his wanderings of Ulysses. It was an 
unforgettable painting for which the king of Egypt offered the painter thirty-six thou- 
sand ducatoons, but Nicias turned the offer down, | donating the painting to his native u5 
town as a reminder of his abilities and his generosity, because he already owned great 
wealth that was increasing from day to day. 

All works of art mentioned above had limited dimensions, but Nicias also made 
works in a category of bigger paintings. These were equally famous, as for instance: 
a Calypso holding the valiant Ulysses back on her island, trying to make him forget 
his misfortunes with all kinds of voluptuous embraces and frivolous caresses; an Jo, 


151 Pliny 130: trumpeter. 
152 Pliny 130: his colouring was of a severe style. 
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van wellustige omhelzingen en dartele troetelingen: een Jo, herstalt in een Koe, door 
Junos wrok, dewelke met geen goedaardige Nederduytsche oogen de dagelijksche 
Liefdehandelingen van haaren Man begeerde te aanschouwen: eene Andromeda, de- 
welke blootgestelt zijnde op een Zeerots, om door een Vischmonster verslonden te 
worden, gelukkig verlost wiert door Perseus, die het Monster doode, om korts daar aan 
de leelieblanke vrucht te genieten van zijn overwinning: een Alexander, den zoon van 
Philippus, van de alderuyterste schoonheyt; en noch een andere Kalypso, verscheelen- 
de van de eerste, dewyl deze laatste Ulysses zag vertrekken, tegens haar wil en dank, en 
in spijt van haar rooskoleure Knien, toen zijn walgh, wel eer zijn geliefde kluysters. Hy 
had die Kalypso gemaalt, gezéten op het strand, dewelke dien ondankbaare Minnaar 
verzelde met haar betraande oogen, na dat zy vruchteloos alle haare bekoorlijkheden 
had verspilt, om hem te wederhouden door haare vergoode Deyen. Die twee laatste 
Konsttafereelen waaren noch by het leeven van Plinius te zien binnen Romen, in het 
portaal van Pompeus. 
Doch behalve de menschelijke beelden, dewelke hy naauwkeuriglijk têkende, was 
u6 hy noch een groot | Over-vlieger in de viervoetige Dieren; het welk een byzondere 
eygenschap is in de Schilderkonst. Maar van alle de viervoetige dieren, konterfyte hy er 
geene gelukkiger, dan die soorten die men huyslijke noemt, en dewelke de getrouwheyt 
in erfpacht bezitten. Aldus luyden de woorden van Plinius, en dewyl hy die soorten 
niet noemt, zullen wy er geen doodzonde mee begaan, indien wy onderstellen, dat 
hy aldaar oogt op onze hedendaagsche domestieke dieren, de Honden en de Katten. 
Het was dien zelve Nicias, van den welke Praxiteles de navolgende getuygenis gaf, 
toen men hem vroeg welke marmere Beelden hy het hoogste waardeerde? Die 
Beelden, sprak hy, dewelke zyn gegaan door de handen van Nicias. Zo dat waar is, dan 
moet die Praxiteles al een hoogen top hebben beschooren, want hy begon te bloeien 
in de hondert en vierde Olympiade. Wy gelooven het niet kwaad te zijn, indien 
een Man niet al te naauwkeurig is in het nagaan van oude Historien en van nieuwe 
Liefdehandelingen, want de eerste zijn meestentijds zo onnaspeurlijk, en de laatste 
doorgaans zo ondoorgrondelijk, dat het vry heylzaamer is er de muts na te gooien, dan 
die achter aan te hollen met de Verrejaagers der onprofytelijke onderstellingen, of te 
willen ophelderen met de Koekoekstoortsen van een al te roekelooze Nayvering. Wy 
zullen er maar eene aanmerking toedoen, ten opzichte van Nicias, en die zal bestaan in 
een eenvoudige Tydrekening. Te weeten dat het duyster is, of het deeze of een andere 
Nicias was, die bloeide in de hondert en twaalfde Olympiade. Ondertussen is er eenige 
waarschijnlijkheyt dat het den zelfde is geweest, die men alhier behoort te plaatsen, 
als een Tijdgenoot van Alexander, den welken hy schilderde, en van Ptolomeus, aan 
u7 wien hy weygerde die Nederdaaling ter helle te verkoopen. Zo dat zo is, | dan is het niet 
onmoogelijk dat Praxiteles lang genoeg heeft geleeft om Nicias te kennen, en dat dien 
lof, die wy hebben aangehaalt hem zoude toekomen. 
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changed into a cow through the rancour of Juno, who did not feel like casting a be- 
nevolent Dutch look on the daily amorous activities of her husband; an Andromeda, 
exposed on a cliff in the sea to be devoured by a sea monster, when she was happily 
delivered by Perseus who killed the monster and not much later consumed the lily- 
white fruit of his conquest; an extremely beautiful portrait of Alexander, the son of 
Philippus; a second Calypso that was unlike the first one, because she now witnessed 
Ulysses’ departure against her will and desire when he wanted to leave, notwithstand- 
ing her rosy knees that used to be his favourite fetters but now disgusted him. Nicias 
painted this Calypso seated on the beach, following the ungrateful lover with her tear- 
ful eyes, after having unsuccessfully used all her charms, hoping to hold him back with 
her divine thighs. In Pliny’s time these last two works of art could be seen in Rome, in 
Pompeius’ gallery. 

Apart from carefully drawn human figures, Nicias was preeminent in rendering 
quadrupeds, | and this is not too common in the art of painting. But he was most suc- u6 
cessful in the portrayal of the domestic species that have a perpetual lease on fidelity. 
This is what Pliny says and, since he does not identify these species, we don’t commit 
a capital sin by assuming that he had the domestic animals of our era in mind, to wit 
cats and dogs.!°3 This is the Nicias whom Praxiteles meant when he was asked which 
marble statues he appreciated most, answering: the statues that Nicias worked on.!54 If 
this is correct, Praxiteles must have reached a very high age, since he began to flourish 
in the hundred and fourth Olympiad. But we are convinced that it is acceptable not 
to be too punctilious in scrutinizing old histories and new love affairs, the first being 
mostly so untraceable and the last so incomprehensible, that it is far more beneficial to 
make a shot at it than to chase them with the long hounds of useless guesses, or to try 
and elucidate them with the treacherous torches of rash investigations. We will limit 
ourselves to one comment only, a simple computation of chronology regarding Nicias. 
It is hard to know whether this Nicias or a namesake flourished during the hundred 
and twelfth Olympiad. But there is some probability that he should be recorded here as 
being the contemporary of Alexander, whose portrait he painted, and of Ptolomaeus, 
to whom he refused to sell the Descent.!55 If this is correct, | it is not impossible that 17 
Praxiteles lived long enough to know about Nicias, in which case he was entitled to the 
sculptor’s praise. 


153 Pliny 133: cattle … dogs. DD 104: ceux ... quon pourroit nommer les plus domestiques, & 
qui ont récu en partage la fidélité. 

154 Apparently the sculptor cooperated with different painters who added colour to his com- 
pleted works. 

155 _ Pliny 132, DD 104-105 on chronology. 
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Men vergelykt by dien laatsten Schilder, ja men verheft boven hem, in zekere zaaken 
eenen Athenion van Maronen, den Leerling van Glaucion den Korinthier, en noch wel 
zo gestreng als zijn Meester in de Schildering, maar veel geestiger en aangenaamer 
in zijn gestrengheyt zelve; dewijl er een groote geleerdheyt beneffens veele aardige 
gedachten doorstraalden in zijn werken, en dat een wel behandelde en wel uytgevoerde 
wetenschap een schoon Vernis verstrekt over de Schilderkonst. Dat is te zeggen, 
dat een Schilder, door de Vinding, door de Ordening, en door een naauwkeurige 
Tékening, voordeeliglijk de strafheyt van zijn Schildering herstelt: en gevolgelijk dat 
een wel behandelde Kennis zijn verdienst heeft in de Schilderkonst. Hy had in den 
Tempel van een beruchte stad tusschen Megara en Athenen, den Historieschryver 
Philarchus gekonterfyt, een vermaart Man, den Uytlegger der fabelen van de Atheners, 
en den Tijdgenoot van Ptolomeus Evergetes. Noch schilderde hy te Athenen de ’t 
Zamenkomst der volken, anders genaamt, het Bondgenootschap der Grieken; beneffens 
eenen herkenden Achilles, door de loosheyt van Ulysses. Dewyl sommige Schilders 
gebrekkelijke Historiekundigen zijn, zal ik dat geval ter loops aanhaalen. Thétis, de 
Moeder van Achilles, dewelke voorzag dat hy dien dans voor de belégering van Troijen 
niet zou ontspringen, indien hy er na toe trok, had dien jongen Held verborgen by 
Lycomedes, alwaar zy hem liet opvoeden by den naam en onder de kleedy van een 
Meysje, vermengt onder de Dochters van dien Vorst, waar mee hy waarschijlijk zal 

u8 hebben geleeft, gelijk als een jongen Conscientiebestierder | omspringt met een 
vlugt piepjonge Roosjes van Jericho. Maar de Grieken schikten er den doortrapten 
Ulysses op los, die de toestemming om uyt en in te gaan in dat koninglijk Konvent 
verkreegen hebbende, door de hulp van eenige geschenken, met oordeel in het 
apartement der Princessen ten toon gestelt, dien jongen vermomden Held wist uyt te 
kippen. Die geschenken bestonden in goude- en zilver-lakensche Tabberden, keurlijke 
Coiffures, Mouches, Spaansroode papieren, Waayers, Halskarkanten, Zydekousjes, 
gefestoeneerde Muyltjes, en alzulke vrouwelijke snuysteryen, vermengt met eenige 
blinkende Wapenrustingen, en flikkerende Zwaerden. De jonge Princessen daalden 
als Zomerduyven op die jufferen zegeningen, doch Achilles greep aanstonds een 
geemailieerden Helm in de vuyst, ontscheede een Zwaerd, en paste een zevenhuydig 
Schild aan den linker arm; waar op Laertes zoon fluks den Haan onderscheyde uyt 
de donzige Kippen; en Peleus kroost ziende dat den bot vergalt en zijn vermomming 
ontdekt was, stoof met Ulisses uyt dat Serail, en liet de ontgonnen Kleuters op die 
vrouwelijke Afgoden zitten huyken. Noch had dien Athenion een heerlijk Konstsuk 
geschildert, waar by hy zich eene eeuwigduurende Glorie verwierf, naamelijk, eenen 
Stalknecht leevens groote, die zijn paerd vleyd, een Tafereel dat den loef afstak aan 
alle zijne andere Tafereelen. Die Schilder, dat jammer was, stierf noch heel jong 
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A certain Athenion from Maronia is placed on a par with Nicias, and in some re- 
spects above him. He was a disciple of Glaucion from Corinth and as a painter he was 
certainly not less strict than his master but, even so, his work was much more creative 
and pleasing, which resulted from the artist’s great erudition and the many charm- 
ing ideas characterising his paintings.!56 Knowledge, properly studied and well ap- 
plied, serves as a beautiful varnish over the art of painting. In other words: a painter 
overcomes the strictness of his way of painting with his invention, composition and 
careful drawing, which leads us to the conclusion that well applied knowledge is ben- 
eficial for the art of painting. In the temple of a well-known city between Megara and 
Athens,!57 Athenion portrayed the historian Philarchus, a famous man who interpret- 
ed the fables of the Athenians; the sitter was a contemporary of Ptolomaeus Evergetes. 
In Athens he painted the Assembly of the peoples, also called the Federation of the 
Greeks.!58 Furthermore an Achilles who is found out through Ulysses’ slyness. Because 
some painters have a poor knowledge of history, I will relate this occurrence here 
cursorily.59 Thetis, Achilles’ mother, foresaw that he would not escape safely from 
the siege of Troy if he went there, and therefore she made him hide with Lycomedes, 
where the young hero was educated as a girl, assumed a girl’s name and wore girl’s 
clothes in the company of the prince’s daughters. Probably he consorted with them 
as a young moral preceptor consorts with | a brood of very young and frivolous 18 
virgins.16° But the Greeks sent the cunning Ulysses down on him and when Ulysses 
was permitted to enter this royal nunnery, he knew how to identify the disguised young 
hero by cleverly exhibiting some presents in the quarters of the princesses. These pres- 
ents were gowns made of cloth of gold and silver, elegant headgears, beauty patches, 
red Spanish paper,!*! fans, necklaces, silk stockings, festooned slippers and more such 
feminine trinkets, mixed with some shiny pieces of weaponry and flashing swords. 
The young princesses alighted as summer pigeons on these girlish blessings, but 
Achilles at once seized an enamelled helmet, pulled out a sword and hung a seven- 
layered leather shield on his left arm. Laertes’ son immediately distinguished the cock 
from the downy hens and Peleus’ progeny, understanding that the game was spoiled 
and his disguise found out, departed from the seraglio whip and spurs, together with 
Ulysses, leaving the unspoiled little girls who were squatting around their maidenly 


156 Pliny 134: in his colouring he is more sombre ... extensive knowledge which he possessed of 
the art. 

157 Pliny 134: in the Temple at Eleusis. 

158 Pliny 134: a family group. 

159 A succinct explanation in DD 105 in square brackets. 

160 jcw calls the girls very young Roosjes van Jericho. The meaning of this expression is un- 
clear. A proverb, quoted in wnT sv Jericho associates Jericho with unconcern in ethical 
matters. 

161 WNT:Spanish paper was slightly moistened and rubbed on the cheeks to colour them red. 


Lyckle de Vries - 978-90-04-42187-5 
Downloaded from Brill.com1 1/09/2020 11:18:32AM 
via free access 


296 APPENDIX 2 


zynde; zonder dat toeval zou hy waarschijnlijk alle de voorgaande Schilders hebben 
overtroffen. 

Heraclides, van Macedonien, heeft zich ook een grooten naam gemaakt onder de 
Waschschilders. In den beginne schilderde hy niet als Schepen, gelijk als Protogenes; 
maar vervolgens kreeg hy de gelegendheyt om zich op te beuren, dewyl den Koning 

ug van zijn luchtstreek, den | ongelukkigen Persês, overwonnen en gevangen zijnde 
by de Romeynen, die Schilder zich vertrok na Athenen, alwaar te dier tijd praalde 
den befaamde Metrodorus, te gelijk een Schilder en een Wysgeer, den Leerling van 
Carneades, en een van de beste Schryvers in die Eeuw. Die Metrodorus verstont de 
Bouwkonst, en heeft er over geschreeven; hy kende de goede Dichters, en heeft er een 
vertoog over opgestelt; maar zijn grootste en tederste lusten waaren de Wysbegeerte 
en de Schilderkonst, dewelke zulke groote Vyandinnen niet zijn, gelijk als de Schilders 
malkanderen poogen te vertellen. Hy was zo een groot Meester in het eene en in het 
andere, dat Lucius Paulus, die de Persen had ondergebrogt, en geheel Macedonien ver- 
oovert, aan de Athéners om een uytmuntent Filosoof, voor de opvoeding van zijn kin- 
ders, en om een wakker Schilder, om de cieraaden van zijn triomf te bestellen, gevraagt 
hebbende, die Overheyd aanstonts het oog liet vallen op Metrodorus, voor de eene en 
voor de andere dier bedieningen, en dien Opperbevelhebber dee begrypen, dat die 
persoon, naamelijk dien Schilder, volgens zijn orders, beyde die waardigheden behoor- 
lijk zou vervullen. Een Lof zeer zeldzaam en byzonder in de Historien, en die door de 
ervaarendheyt en door de goedkeuring des Triomfeerders wiert bevestigt. Wy zullen 
er noch tot des Schilders lof byvoegen, dat het onder dien grooten Konstenaar was, 
dat zich den Jongen Cornelius Scipio, die pas sestien a zeventien jaaren oud was op 
die Macedonische tocht, begon voor te doen; die zelve Scipio, die een erfgenaam wiert 
van de verdienst en van den naam zijns Vaders, en zijns Grootvaders den Afrikaan, die 
zelve de Numantynen overwon, Karthagen verooverde, die alle de vrye Konsten en 
120 Wetenschappen kende, en begonstigde; die Terentius | opbeurde, in het geestrijk en 
in het redelijk Boertig, die gestadiglijk een welgevallen schiep in het Gezelschap van 
den Historieschryver Polybius en van den Wysgeer Panetius, dewelke hem altoos ver- 
zelden; die Pacuvius in zijn huys huysveste, die Schilder en die Treurdichter, waar van 
wy hebben gesprooken; en die eyndelijk nooit iets heeft gezegt, gedaan, overdocht, of 
aangeraaden, onwaardig een Romeyn. Zo een Man was dien Leerling van den Schilder 
Metrodorus. Wy hebben ons zo veels te liever uytgebreyt over dien Schilder, om aan de 
stompe, wijngierige, en brutaale Paauwkaamers gezinden, een denkbeelt te geeven, 
van de waarde eens Schilders; want die Heeren gelooven dat alle de verdiensten eens 
Konstenaars bepaalt zijn, in den omtrek van zijn penseelen; en uyt dien hoofde was 
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mascots. This Athenion made another glorious work of art that won him everlasting 
fame, to wit a Groom, rendered life-size, who caressed his horse. This painting sur- 
passed all his other paintings. Regrettably he died at a very young age and when this 
had not happened, he probably would have outshone all preceding painters. 

Heraclides from Macedonia was another encaustic painter who earned a great 
reputation. Initially he painted nothing but ships, just as Protogenes had done, but 
when the unfortunate Perseus, the king of his native region, | had been defeated and ug 
taken prisoner by the Romans, Heraclides left for Athens where he got a chance to 
reach a higher level. In these days, the famous Metrodorus shone in Athens; he was 
a painter as well as a philosopher and a disciple of one of the best authors of his era, 
namely Carneades. This Metrodorus was knowledgeable about architecture, a subject 
on which he wrote a book. He was acquainted with good poets and wrote an essay on 
poetry. But his greatest and dearest passions were philosophy and the art of painting, 
that are not as inimical to each other as painters try to make each other believe. He 
was an equally great master in both fields. When Lucius Paulus, who brought down 
the Persians and overran Macedonia completely, asked the Athenians for an excellent 
philosopher to educate his children and also for a meritorious painter to make the 
decorations for his triumphal entry, the authorities of Athens unhesitatingly selected 
Metrodorus for both functions. They made the chief commander understand that this 
man, this painter would fulfil both duties adequately, following his patron's orders. 
There are not many examples of this kind of laudation in the history books, but the 
facts and the victor’s satisfaction proved the Athenians right. 

To honour Metrodorus, we will add that during this Macedonian campaign the 
young Cornelius Scipio, who then was some sixteen, seventeen years old, began to 
manifest himself under the guidance of the great Metrodorus.!€? This Scipio was to 
inherit the virtues associated with the name of his father and his grandfather Scipio 
Africanus who defeated the Numantians and conquered Carthage. His ancestor prac- 
ticed and supported all liberal arts and sciences; | stimulated Terentius to write witty 120 
and decent comedies; always enjoyed the company of the historian Polybius and the 
philosopher Panetius who never left him; and received Pacuvius into his house, the 
painter and tragedian we mentioned before.!®3 To sum up: this Cornelius Scipio never 
said, did, thought or advised anything that was beneath the dignity of a Roman. Such 
a man was this disciple of the painter Metrodorus. We deliberately expatiated on this 
artist to give an idea of the dignity of a painter to those blunt, inebriate, insolent habi- 
tués of the Paauwkaamer, because these gentlemen believe that the merits of an artist 


162 The information of this paragraph not in Pliny. It is given by DD 106-107 in square 
brackets. 
163 Panetius and Pacuvius are mentioned on this page only. 
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doorgaans hun Geloei, gelijk als wy in onze inleyding hebben aangeraakt; Een Schilder! 
is t anders niet. 

Noch was er wel eer een Timomachus van Bysance die mee een braaf Schilder is 
geweest in de hondert en zevende Olympiade. Die Konstenaar schilderde een kop- 
pel groote Tafereelen, dewelke aan Julius Cesar hondert en veertig duyzent gul- 
dens kwamen te staan, en welke Tafereelen, na lange jaaren gepraalt te hebben te 
Cyzica, als de wonderen van die Stad, eyndelijk wierden vervoert na Romen, by den 
Opperbevelhebber gekocht, en by hem toegeheyligt aan en in den Tempel van de tee- 
lende of de Moeder Venus. Het eene stuk verbeelde de wreede Medea, dewelke haare 
eyge kinders doode en haar traanen niet kon wederhouden, zelve op die tijd, dat zy 
vervoert was tot die gruuweldaad, door de hevigste aller hartstochten. De Grieksche 
en Latyntsche Dichters hebben, om strijd, dat Konsttafereel opgebazuynt, zo wel 
als het tweede, dat eenen Ajax verbeelde, die dol en raazend was geworden over het 

121 Vonnis der Grieken, | die hem de Erfenis van Achilles Wapens hadden geweygert. Den 
Leezer zal gelieven aan te merken dat die twee Konsttafereelen de eenigste niet zijn 
geweest, die het geheugen van Timomachus hebben vereeuwigt. Men roemt noch 
zijnen Orestes, raazent geworden, dewyl hy zijn Moeder had gedoot, of schoon noch 
zo schuldig: zijne Iphigenia, vervoert in het Taurisch gewest, alwaar zy haaren broeder 
Orestes herkent, en hem verlost uyt de handen der Barbaaren: zijnen Lecythion, een 
vermaart Dansmeester, die verwonderlijk sprong en huppelde, in navolging der groene 
Sprinkhaanen: zijn Bondgenootschap der Grooten, waar in men zag op een Tafereel 
afgemaalt, den stam en de onderscheyde takken van de vermaardste geslachten van 
Griekenlant: zijn twee Wysgeeren, omhangen met Mantels op de Grieksche wijze, die 
zich vaerdig maakten om te spreeken in het midden hunner Leerlingen; staande den 
een reeds overend en den ander noch gezéten, doch beyde gereed om zich te doen 
hooren, en fraaie zaaken te vertellen. Ondertusschen was zijn Gorgona, dat is, het 
Hoofd van Medusa, dat Minerva liet afhouwen door de kling van Perseus, een van zijn 
alderbeste Konsttafereelen, in welke Schildery hy zich zelven had overtroffen. 

Wy hebben reeds gesprooken van Pausias; nu past het ons om iets te zeggen van 
Aristolaus, zijn Zoon en zijn Leerling, die een van de deftigste Schilders is geweest. By 
het leeven van Plinius waaren er noch verscheyde Tafereelen in weezen die hem ver- 
eeuwigden: een Epaminondas, een Thebaans Generaal, in den welken alle de deugden 
des Oorlogs en des Vreedes hebben uytgeblonken, een Man gelijkelijk verwonderlijk 
in de armoede, in de vriendschap, in den Strijd en in den Raad, in het leeven en in de 

122 dood zelve: een Pericles, een groot Overheer | en boven al een groot Redenkonstenaar; 
gemeenlijk bygenaamt den Olympische, dewyl het geduuriglijk scheen als hy het Volk 
harangueerde, dat men het zag blixemen en hoorde donderen: eene Medea, die on- 
menschelijke Moeder, die aangezet door de Raazernyen en door de Wraak tegens eenen 
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do not go beyond his brushes. In this vein they used to bellow, as we said already in our 
Introduction: A painter! Is that all?!64 

Timomachus from Byzantium was another meritorious painter, active during the 
hundred and seventh Olympiad.!® This artist painted two large-scale paintings that 
cost Julius Caesar one hundred and forty thousand guilders. After having adorned 
Cyzica as the wonders of that place for many years they were eventually transported to 
Rome, bought by the commander in chief who dedicated them to the temple of Venus 
genetrix, the mother goddess. One of these depicted the cruel Medea who killed her 
own children, being unable to hold back her tears at the very moment the most vio- 
lent emotions compelled her to commit this horrific act. Greek and Latin poets tried 
to outdo each other, extolling this and the next painting. The second one depicted 
Ajax who had gone mad and furious about the verdict of the Greeks, | who refused to 121 
award him Achilles’ weaponry. The reader should know that Timomachus’ everlasting 
renown was based on more than these two works of art. He was praised for his Orestes 
who went frantic because he killed his mother, guilty as she may have been. He also 
was praised for his Iphigenia recognising her brother Orestes whom she set free from 
the barbarians in Taurus, the place to which she had been abducted. There was praise 
also for his Lecythion, a well-known dancing-master who emulated the hops, skips and 
jumps of the green grasshoppers;!©6 and for his Confederation of grandees, depicting in 
a single frame the family tree of the distinguished families of Greece with its different 
branches;!67 and furthermore for his Two Philosophers, cloaked in the Greek manner 
and preparing to address the audience, surrounded by their pupils. One of them was 
on his feet already to speak about interesting matters. One of Timomachus’ very best 
works of art was his Gorgon, Medusa’s head that Minerva ordered Perseus to chop off. 
In this painting he surpassed himself. 

We already discussed Pausias, and now it is the right moment to say something 
about his son and disciple Aristolaus, who was one of the most distinguished paint- 
ers. In Pliny’s time there still were some of his works around, perpetuating his fame. 
One of these is an Epaminondas, a general from Thebes in whom all virtues of war 
and peace reached their acme, equally admirable in times of poverty, in friendship, in 
wartime and in council meetings, in life and death. There was also a Pericles, a great 
statesman | and especially a great orator, who was commonly known as the Olympian 122 
because one seemed to see the lightning and hear the thunder when he harangued the 
nation. And there was a Medea, the inhumane mother who, being incited by the Furies 
and Revenge against her infidel husband, burned his palace down with his new bride 


164 JCW1I:5 (Inleyding). 

165 Pliny 136: in the time of the Dictator Caesar. 
166 Pliny 136: a teacher of gymnastics. 

167 Pliny 136: a noble family. 
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ongetrouwen Bruydegom, zijn Paleys verbrande en in het Paleys zijn nieuwe Bruyd, en 
om zich te redden uyt zijn handen, haare handen doopte in het bloed van haar kinders, 
waar van zy de lillende ledemaaten verspreyde: eene Deugd, de Medegezellin van de 
Dapperheyt, in dewelke men alle de schoonhéden en de eygenschappen der Wysheyt 
zag doorstraalen: een Theseus, een der eerste Helden van Griekenlant, al zo vermaart 
door zijn daaden als door zijn ongelukken: een Afbeeldsel van het Atheens gemeen, 
altoos hévig gelijk als de schoone Sexe, altoos onstandvastig en zelden vergenoegt met 
zich zelf, gelijk als wy hier voorens hebben gezien in de uytlegging van een Schildery 
van den Konstschilder Parrhasius; en ten laatsen eene Offerhande, in navolging van 
zijn Vader Pausias, in dewelke een zwarte Os als uyt het panneel uytkwam, en den 
Toeziender scheen aan te kyken: doch wy zullen er byvoegen, dat den Zoon zo veel in 
konst verscheelde van den Vader, als den jongen Cromwel, in Geest en Dapperheyt te 
kort schoot van den ouden Olivier. 

De oude Kenners preezen noch de werken van een ander Leerling van Pausias, 
genaamt Mekopanes, inzonderheyt wegens zijn naauwkeurigheyt en zijn gestrengheyt, 
zijnde er niets in zijn Schilderyen zonder eenige beduydenis, en het moest al een wakker 
Man en een groot Konstenaar zijn om derzelver schoonhèden te onderscheyden. Doch 

123 metal dat was hy dor en hart in Koloriet, en bovenmaaten gestelt op den Oker. | Maar 
aangaande Sokrates, dien grooten Beeldhouwer en grooten Schilder, die behaagde 
niet alleenlijk aan de Konstkenners, maar hy verrukte desgelijks de gantsche Weerelt. 
Zijn voornaamste stukken waaren een Esculaap, beneffens zijn vier Dochters in een 
Tafereel, Hygia, Eglé, Panacea, en Jasona, welke Dochters den naam hebben gegeven 
aan eenige bewoordingen der Geneeskunde, en waar van dat stuk waarschijnlijk 
eenige takken verbeelde: een Luyaart, genaamt Ocnos, of den Bloodaart, die aan den 
eene kant een Koorde vlocht van Bremtakjes, onderwyl dat aan den andere kant 
een Esel die opslokte zonder dat hy zich daar tegens scheen te stellen: het figuurlijk 
Konterfytsel van een kloekzinnig, bézig, maar lafhartig Man, die aan een kwistigh Wijf 
den sleutel toevertrouwt van de Geldkist, welke Dame zich daar van bedient als van 
een gevonden Schat, en van den hoogen boom af teert, smeert en vereert, zonder zich 
eens te bekommeren waar het van daan komt, of hoe het zal uytkomen. 

Ondertusschen zullen wy den Leezer waarschouwen, dat er veel Konstenaars den 
naam van Sokrates hebben gevoert: Voor eerst was er Sokrates den Wysgeer en ook den 
wijste aller menschen, volgens het gevoelen van het Orakel van Delphos, die in den 
beginne een Beeldhouwer in steen is geweest, zo men Suidas mag gelooven. Sokrates 
den tweede, bygenaamt den Thebaaner, oefende dat zelve beroep, zo ons Pausanias 
verhaalt. En Sokrates den derde, was die Schilder by ons aangehaalt; alhoewel de 
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in it. To escape from him she dipped her hands in the blood of her children, scatter- 
ing around their quivering members. Besides these there was a Virtue, companion of 
Courage, characterised by all beauties and qualities of Wisdom.!6® He made a Theseus 
too, one of the major heroes of Greece, who is famous for his deeds and no less for his 
adversities. And Aristolaus also painted the Commoners of Athens who, as a group, are 
always as impassioned as the fair sex: always excited, always fickle, and never pleased 
with themselves, as we saw above where a painting by Parrhasius is explained.!6° Lastly 
he made a Sacrifice, in imitation of his father Pausias, a painting in which a black ox 
seemed to come forward out of the panel, looking the spectator in the face. But we 
have to say that the difference in craftsmanship between father and son was as great 
as the difference in character and courage between Cromwell junior and his father, the 
old Oliver.!7° 

Ancient connoisseurs lauded the paintings of another disciple of Pausias, called 
Nicophanes,!”! especially for his care and strictness, because his works showed no 
trace of arbitrariness. One had to be a clever man and a great artist to analyze the 
beauties of these paintings. This however does not alter the fact that his colouring was 
dry and dour, with an excessive use of ochre. | We have to come back to Socrates, the 123 
great sculptor and painter, who not only pleased connoisseurs of art but enraptured 
the whole world.!”2 His most important paintings were firstly: an Aesculapius, together 
with his four daughters Hygia, Eglé, Panacea, and Jasona in a single frame.!”3 The names 
of these daughters were used as terms in medicine and probably some branches of this 
science were represented in this composition. Secondly: a Sluggard, called Ocnos or 
the Coward who was plaiting a rope from branches of broom and who seemed not to 
mind the donkey devouring it from the opposite end. It is the personification of an 
intelligent, industrious but cowardly man, who entrusts the key of the strong-box to 
his spend-thrift wife, who uses it as a treasure-trove, spending extravagantly on food 
and drink without caring about where the money came from or how long it will last.!”4 

We have to draw the readers’ attention to the fact that there were many artists called 
Socrates.!”5 The first of them was the philosopher Socrates, the wisest of all men ac- 
cording the oracle of Delphi. If we rely on Suidas’ words he was a sculptor in stone ini- 
tially. Pausanias informs us that the second Socrates, known as Socrates from Thebes, 


168 DD 108-109. 

169 JCWI:46. 

170 Pliny 137: a sacrifice of oxen. Nothing is said about the painter’s qualities. 

171 jcw: Mekopanes. 

172 JCW mistakenly lists the works by Nicophanes described by Pliny 137 as works of Socrates. 

173 Jcw changes Jason into Jasona, ‘fourth daughter of Aesculapius’. In fact Jason was the 
subject of a separate painting; this mistake was copied from DD 109. 

174 DD 109 took the interpretation of the Ocnos from Pausanias. 

175 The information given in this paragraph is not in Pliny. It is from DD 109, note. 
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sommigen voorgeeven dat hy desgelijks een Beeldhouwer in marmer is geweest, en die 
drie beruchte Atheensche Bevalligheden bytelde. 


Schilders van de tweede klasse 
Tot hier toe hebben wy die Schilders doorloopen, dewelke wy moogen doopen van den 
124 eerste rang, door den grooten naam die zy hebben verkreegen, of door het | penseel, of 
door het Schilderen door vuur. Noch is er geen gemeen getal van andere Konstschilders 
geweest, die om de waarheyt te zeggen, dien oppersten trap der volmaaktheyt niet 
hebben bereykt, doch echter hun verdiensten hebben gehad, in de beyde soorten. Ook 
zou men er eenige Schilders van een derde Klasse konnen byvoegen, die in spijt van 
hun byzondere gaaven, op voeten noch op vademen de aloude Konstschilders niet 
hebben konnen evennaaren. 

Om nu met de Schilders van den tweede rang te beginnen en die op te roepen by de 
voorste letter hunner naamen, ontmoeten wy in de voorhoede Aristoklides, die zelve 
Man, die een gedeelte van Apollos Tempel tot Delphos bemaalde. 

Antiphilus, berucht door eenige Schilderyen van een keurlijke smaak: als by voor- 
beelt, een Kind dat het vuur scheen aan te blaazen, wiens schoonheyt verwonderlijk 
doorstraalde door de weerschijn van die vlammen, gelijk als ook de kamer, of noch 
zo prachtig uyt zich zelve. Noch had hy eenige Vrouwen gemaalt dewelke Tapyten 
naayden, waar in het scheen dat men de vingers zag beweegen en het werk, om zo te 
zeggen, kon zien spoeden onder de naalde: beneffens eenen Ptolomeus op de jagt der 
Olifanten, op welk Tafereel men voornaamtlijk de handigheyt der Jagers en de loosheyt 
dier krachtige Dieren zag doorstraalen. Doch het aldervermaardste en in der daad ook 
het alderschoonste van zijn Konststukken was een Satyr, met een Pantersvel bedekt, 
die op iets scheen te doelen, en die om zo veels te gemaklijker te konnen loeren, zijn 
hand op het voorhooft had gebrocht, om zich te beschutten tegens de straalen der 

125 Zonne: een zaak zeer moeijelijk om wel uyt te voeren in de Schilderkonst. | Aristophon 
heeft ook wel eer twee verwonderlijke Tafereelen gemaalt. Het een verbeelde Anceus 
tot er dood toe gekwetst door het Calydoons wild zwijn, beneffens zijne Huysvrouw 
Astipale, dewelke, door deel te neemen in zijn smart, de Aanschouwers zo veels te 
meer het lot van den een en van den andere dee gevoelen. Het tweede was een groot 
stuk, dat in verscheyde groepen den gantschen Oorlog van Troijen verbeelde. Men zag 
er aan den eene kant, Helena, Priamus en zijn geheele familie, beneffens de vleyende 
Lichtgeloovigheyt; en aan den andere kant Ulysses, Deiophobus, en eenige andere 
Grieksche Bevelhebbers, vergezelschapt met de Loosheyt, dewelke hun onderrecht, 
en alle de hulpmiddelen aan de hand geeft om de Belêgerden te verrasschen. Die 
Konstenaar had noch meer geschildert, maar alle die andere schilderyen waaren reeds 
verongelukt ten tijde van Plinius. Hy was een zoon van Aglaophon, van wien wy reeds 
hebben gesprooken. 
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had the same vocation. The third Socrates was the painter we spoke about, although 
some authors purport that he too was a sculptor in marble, the maker of the three 
famous Athenian Graces. 


Painters of the Second Class 
Until now, we reviewed the painters who rightly are called artists of the first rank be- 
cause of the great renown they earned, either with the brush, | or by painting with fire. 124 
But in both specialities there have been unbelievably many other artists who had their 
merits although, to be honest, they could not attain the highest degree of perfection. 
We might also add some painters of the third class, who could not equal the ancient 
artists by far, although they had their special gifts.!76 

Beginning now with the painters of the second class and summoning them up in 
alphabetical order, we find Aristoklides in the front rank, the man who decorated a 
part of Apollo’s temple in Delphi. 

Antiphilus was widely known for some paintings of a refined taste, such as the Child 
that seemed to blow up the fire. Its beauty was enhanced admirably by the reflection of 
the flames and the same happened to the beauty of the room, splendid as it may have 
been by itself. He also painted some Women sewing tapestries in which composition 
one believed to see the fingers move, the work advancing under the needle.!”” And he 
made a Ptolomaeus hunting elephants, a scene in which one especially noticed the 
adroitness of the hunters and the slyness of these strong animals.!”8 But his most fa- 
mous and indeed most beautiful work of art was a Satyr, decked out with a panther’s 
skin, who seemed to be on the watch for something, holding his hand on his forehead 
to protect his eyes from the light of the sun, thus intensifying his spying glances. It is 
extremely difficult to realise this successfully in paint. 

| Aristophon too painted two admirable scenes. The first depicted Anceus who 125 
was fatally wounded by the Caledonian boar. His wife Astipale, who was with him, 
made the spectator experience their common fate more intensely through the way in 
which she shared his pains. The second of these works was a large painting in which 
the whole Trojan war was depicted in a number of groups. On one side one could see 
Helen, Priamus and all his relatives accompanied by flattering Credulity. On the other 
side were Ulysses, Deiophobus and some other Greek commanders, accompanied by 
Slyness who instructs them, suggesting all possible expedients to take the besieged by 
surprise. This artist made more paintings, but in the days of Pliny all his other works 
had gone lost already. He was a son of Aglaophon whom we mentioned before.!”9 


176 Compare JCW 1:248, 250. 

177 Pliny138: a spinning-room, with women plying their respective tasks. 

178 Pliny138: king Ptolemaeus hunting; what he was hunting is not indicated. 
179 See above, jcw 1:38. DD no-m. 
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Androbius verkreeg zich een grooten naam in de Schilderkonst door het Konterfytsel 
van Scyllis, een beroemt Duyker in de Historie, en van den welke buyten gewoone 
zaaken worden verhaalt. Want men zegt dat de Vloot der Persen voor anker leggende, 
en opgehouden door tegenstrydige winden, hy het middel vond om de kabeltouwen 
te kappen, en die daar door in wanorde te brengen, om zich daar van te bedienen. 
Zijn Dochter Cyane had mee deel in die onderneeming; en het Tafereel geschildert 
ter eere van Vader en Dochter, wiert toegeheyligt aan den Tempel van Apollo, door de 
Amphyctriones, dat is door de Gedeputeerdens van Griekenlant. 

Artemon schilderde een Diana, zo schoon dat zich niemant kon wederhouden 

126 van zich daar over te verwonderen, gelijk als zich ook daar over die persoonen | 
verwonderden die toeleyden op haar kuysheyt, als een Jupyn die er verlieft op was; Venus 
die de ydele voorzorgen belacghte, dewelke men in ’t werk stelt om de jonge Meysjes 
te bewaaren, en de jonge Minnegoodjes die er rondom dartelden. Ook schilderde hy 
de bekoorlijke Stratonice, de Vrouw van den Koning Seleucus, (sommige Schryvers 
zeggen de Byzit of de Maitres) welke Vorst de zeldzaame toegeevendheyt had om die 
schoone af te staan aan zijn zoon Antigonus, dewyl den Geneesheer Erasistratus had 
opgemerkt dat zijn pols heviger beweegde, zo dikmaals als de Koningin de Kamer 
intrat, daar uyt hy waarschijnlijk giste dat hy door die schoonheyt was getroffen, welk 
geheym hy zonder uytstel den Koning toevertrouwde. Die Historie, overheerlijk en 
konstiglijk geordonneert en geschildert by G. Lairesse, hebben wy zien verkoopen aan 
het Sterfhuys van den Heere Paats, tot Rotterdam, en over dat stuk een voorval gehad 
met den Ridder A. van der Werf, dat wy ter plaatze daar het voegt zullen verhaalen. 
Noch had hy Herkules afgemaalt, die van zijn Vrouws wege, een Kleed geverft in 
het bloed van Nessus ontfangen hebbende, zich aanstonds, zo dra als hy het had 
aangeschooten, door een onbekent en doodelijk vuur voelde verbranden; beneffens 
een Dianira, de welke het kwaad dat zy hem had veroorzaakt door dat giftig geschenk 
bevat hebbende, wanhoopende wort en voorneemt om haar leeven te verkorten. Doch 
de twee alderbeste Schilderyen van Artemon waaren in de Eeuw van Plinius noch in 
het Paleys van Octavia, dat vermaart portaal, gesticht by den Keyzer Augustus, en 
genaamt het portaal van Octavia, om zijn Suster te vereeren; welk portaal niet kleyn 
zal geweest zijn, dewijl het twee Tempels, het Paleys, de Hooge School, en de Boekzaal 

127 kon bevatten. De eene | Schildery verbeelde de vergooding van Herkules, die, na het 
sterflijk te hebben afgelegt in de vlammen, op den berg Oeta, als een triomfeerder 
hemelwaards opklimt, by de toestemming der Goden. Het tweede Tafereel ziet op de 
Historie van dien zelven Held; men zag er de Trouwloosheyt en de ondankbaarheyt van 
Laomedon tegens Neptuyn, en de beruchte wraak, die er dien God over nam door de 
behulpzaame hand van dien zelve Herkules, konstiglijk op afgebeelt. 

Alcimachus heeft zich beroemt gemaakt door eenen Dioxippus, dien onoverwinne- 
lijken Kampvechter, uytgezondert tegens de schichten der liefde, die zo dikmaals de 
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Androbius won a great reputation in the art of painting with the portrait of Scyllis, 
a famous diver in days of yore, about whom extraordinary things were told. People 
said that he cut the cables of the Persian fleet when it was anchored and delayed be- 
cause of unfavourable winds, thus causing chaos among the Persians, a situation of 
which he took advantage. Scyllis’ daughter Cyane joined him in this enterprise and the 
painting, honouring both father and daughter, was dedicated to Apollo’s temple by the 
Amphyctriones, the deputies of Greece. 

Artemon painted a Diana who was so beautiful that nobody could be not amazed 
about it. Those who had designs upon her chastity, | as Jupiter for instance, who fellin 126 
love with her, were not less amazed. Venus, ridiculing the ineffectual attempts made 
to safeguard young women, and her gambolling cupids were equally astonished.1®° 
Artemon also painted the gracious Stratonice, king Seleucis’ wife (or his concubine 
or mistress as some authors say). This monarch had the exceptional forbearance to 
turn this woman over to his son Antigonus, because the physician Erastratus noticed 
that the young man’s pulse quickened vehemently whenever the queen entered the 
room. From this fact he deduced the probability that Antigonus had been struck by her 
beauty, confiding this secret immediately to the king. We witnessed how this story, ex- 
cellently illustrated in a superbly crafted composition by G. de Lairesse, was auctioned 
in the house of the late Mr. Paats in Rotterdam. On that occasion we were having words 
with the knighted A. van der Werff about this painting but we will relate this story in 
its proper place.'*! Artemon also painted a Hercules who felt that an unknown and 
fatal fire was burning him, as soon as he put on the garment his wife gave him, that had 
been dyed in Nessus’ blood. When Dianira understood how much harm she caused 
him with this poisonous gift, she despaired and wanted to end her life.!®? But in Pliny’s 
time Artemon’s best two paintings were in Octavia’s palace, the famous gallery built by 
the emperor Augustus to honour his sister Octavia and bearing her name. It must have 
been a large building since it comprised two temples, the palace, the academy, and the 
library. | The first of these two paintings depicted Hercules’ apotheosis. When he laid 127 
his mortal form aside in the fire on Mount Ocra, he triumphantly ascended to the heav- 
ens with the approval of the gods. The second painting, skilfully depicting Laomedon’s 
Faithlessness and Ingratitude towards Neptune, refers to the story of the same hero, 
and to the well-known revenge of this god, executed by Hercules’ helpful hand.183 

Alcimachus won fame with his painting of Dioxippus, the fighter who was invin- 
cible but defenceless against the arrows of love that frequently won a victory during 


180 Pliny 139: a Danaë, with robbers in admiration. DD mı. 

181 See JCw 11:409; 11:19. DD 111 (note): ce sujet a été traité a Paris, par nos Peintres modernes, 
& ensuite fort bien gravé. 

182 Pliny 139: a Hercules and Deianira. 

183 Pliny 139: the story of Laomedon and his bargain with Hercules and Neptune. 
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Overwinning behaalde in de Grieksche speelen. Zeer opmerkelijk is ’t geen er van dien 
Kampvechter wiert gezegt, dat hy zo sterk was en zo gezwint, dat hy overwon zonder 
zich eenigszins te verpynen, of gelijk als de Grieken het noemen, zonder eenig stof te 
maaken, in het zandig Worstelperk der Olympische Oefeningen. 

Cenus was een ander Schilder, die uytmunte in de Cieraaden, maar die zich niet 
bond aan het Konterfyten of aan het Historieschilderen. 

Ctesilochus, een Leerling van Apelles, was een bekwaam Konstenaar, maar hy gaf 
zich al te veel vryheyt. Zijn beste Tafereel was een onheylig en boertig voorwerp. Hy 
had eenen Jupyn geschildert, gekleet en gecoiffeert als een Vrouw, leggende vlak uyt- 
gestrekt in een leuningstoel die Bacchus baarde. Hy scheen luydskeels op te gillen, en 
alle de Godinnen tot hulp aan te roepen, welke Godinnen als zo veele Vroedwyven 
toeschooten om hem te helpen. Uyt dat staaltje kan men wel bezeffen, dat die Schilder 
niet veel zwaarigheyt zou hebben gestelt om een Bouteille wijn te verorberen met dien 

128 fakkel aller heyllooze Atheisten, Romeyn de Hooghe. | Cleon verwierf zich zeer veel ach- 
ting door een Konsttafereel van Kadmus dat zeer schoon was. Het is ook waar dat de 
Grieken noch een ander Konstenaar van die naam oproepen, die boetseerde, en beeld- 
houwde; veelligt is onze Cleon een en dezelve persoon. 

Ctesidemus heeft twee uytmuntende stukken gemaakt. Het een was de Belêgering 
en de veroovering van de stad Oechalia, door Herkules, gestoort tegens den Koning 
Eurytus, dewyl die hem weygerde zijn Dochter ten huuwelijk te geeven, volgens zijn 
belofte: en het tweede verbeelde die schoone en tedere Laodamia, dewelke verstaan 
hebbende dat haaren Man Protasilas gedoot was door Hektor, in de belegering voor 
Troijen, voornam om hem niet te overleeven. Doch voor dat zy stierf, verlangde zy om 
noch maar voor eene reys de Schim van haaren Beminde te moogen aanschouwen, 
het welk haar vergont zijnde by de Goden, gaf zy den laatste snak in het omhelzen van 
die schaduw: wy onderstellen dat er noch hedensdaagsch duyzende Nederlandsche 
Laodamias gevonden worden, doch wy konnen er tot ons leedweezen geene eene 
enkelde aanwijzen. 

Clesides heeft noch meer gerucht gemaakt als alle die Schilders, door de bittere 
schimp waar mee hy wraak nam over de zelve Koninginne Stratonice, van dewelke wy 
zo effen hebben gesprooken. Die Koningin had dien Schilder ontfangen op eene on- 
waardige wijze te Ephesen, alwaar zy haar Hof hield, hebbende de geringste eer noch 
aan zijn persoon, noch aan zijn penseel beweezen. Wy zouden alhier wel tusschen 
in konnen laaten vloeien, dat die Koningin Clesides ontfing, als wel eer de dronke 
Paauwkamersgezinden den Schryver van dit Boek recipieerden, doch wy onderstellen 

129 dat die Man eene al te groote verachting gevoelt om die harssenlooze | Uylskuykens, 
om die te willen vergelijken by Grieksche Koninginnen. Die Schilder nam dan eene 
ongemeene wraak over die belêdiging, een wraak die een Dame zou hebben doen 
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the Greek games. This fighter was reputed to be so strong and so fast that he could beat 
his opponents without straining himself in the least, which is quite remarkable. As 
the Greek expression goes, he raised no dust in the sandy arena of the Olympic games. 

Cenus, another painter, excelled in decorative works but he stayed away from por- 
traiture and narrative painting. 

Ctesilochus, one of Apelles’ pupils, was a talented artist but he took too many liber- 
ties. The subject of his best work was sacrilegious and funny. He painted Jupiter with 
the clothes and headgear of a woman, lying flat on his back in an easy chair while he 
was giving birth to Bacchus. He seemed to scream at the top of his voice, calling on all 
goddesses for help, whereupon they all came to assist him as so many midwives. This 
specimen makes one understand that this painter would have loved to share a bottle 
of wine with the torch of all nefarious atheists, Romeyn de Hooghe. | Cleon won much 128 
respect with a very beautiful work of art depicting Cadmus. Admittedly, the Greeks 
mention another artist of the same name who made sculptures in clay and marble; 
maybe the two are identical.!8* 

Ctesidemus made two excellent paintings. The first showed how Hercules be- 
sieged and captured the town of Oechalia because he was angry with king Eurytus 
who, against his earlier promise, refused to give him his daughter in marriage. The 
second painting showed the beautiful and delicate Laodamia who decided not to sur- 
vive her husband Protasilas, when she heard that he had been killed by Hector during 
the siege of Troy. Before she died she desired to see the shade of her beloved one last 
time and, when the gods granted this wish, she breathed her last while embracing this 
apparition.!®5 We assume that presently there are thousands of Dutch Laodamias 
around but, regrettably, we are unable to identify a single one. 

Ctesicles caused a stir, more than any of these painters.!86 He did so through the 
bitter abuse he heaped upon queen Stratonice, whom we mentioned above, when he 
took revenge on her.!87 This queen received the painter at her court in Ephesus in a 
contemptible manner, because she paid not the least attention to the artist or his work. 
We could interrupt ourselves with the remark that this queen welcomed Clesides in 
the same way as the author of this book once was received by the inebriate habitués of 
the Paauwkaamer, but we assume that he [i.e. the author] held them in such deep con- 
tempt, | that he cannot compare these brainless chuckleheads with Greek queens. The 129 
painter took revenge for this insult in such an unusual way that it would have made a 
lady burst with anger, a lady at least who made a stronger point of her qu'en dira-t-on!88 


184 DD 13. 

185 Pliny 140: Ctesidemus (distinguished himself) by his Capture of Oechalia and his Laodamia. 
186 DD u3: Clesides. 

187 See above JCW 1:126. 

188 What would people say about it? This is a common phrase in spoken French. 
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barsten, dat is te zeggen zo een Dame, die wat meer op qwen dira ton stont, als de 
leelijke Douariere van Linxenburg, of als de overjaarde Mevrouw Maria Zonnebloems. 
Hy schilderde dan die Vorstin leevensgroote, in puris naturalibus, gelijk als de eerste 
Moeder voor de Appelgraagte, ingewikkelt in een kleevende licghaamsgestalte met 
een gemeen Kaerel, doch die ter liefde van zijn breede schouders, pikzwarte blikken, 
en Herkuleesche nachtbedryven, vry beter ten Hove gezien was, als er wiert vereyscht 
voor den goede naam van de Koninginne. Dat Aretyns Tafereel voltooid zijnde, nagel- 
de hy het vast by nacht tegens een stads poort, en hy ontweek daar op die plaats door 
’t gewelt van riemen en van zeylen. ’s Anderen daags stooven alle de Inwoonders en 
Borgers af op dat Schouwspel, en elk om ’t zeerst dreygde te willen wedden, dat de 
belêdigde Stratonice, zo dra als zulks haar ter ooren kwam, dat Konststuk zou doen 
verduysteren, of ten minsten, een andere plaats geeven; maar die staatkundige Gissers 
gisten zonder de Waerdin. De schoone, en tegens de breedgeschouderde Mannen 
goedaardige Princesse, vond die Schildery zo heerlijk, en zo natuurlijk gepenseelt en 
geordonneert, en daar by de twee geengaeerde personaagien zo wel getroffen, dat 
zy op leevens straf beval dat Tafereel weg te neemen, of te verplaatsen; en daar uyt 
onderstellen wy dat zy de Vrouwen en Maitressen geen kleyntje begonstigde, dewijl 
de getrouwde Mannen en de Mainteneurs dagelijks na dat konststuk met tropppen ’t 
zamen liepen, in stee van na de Maliebaan te reyden, in de Coffihuyzen te zitten tyd- 

130 versnipperen, of een onschuldig Yluchtje te gaan | raapen. Indien den groote Fenix der 
Spreekwoorden, den getoortslichten Tuynman, daar uyt het Spreekwoort van aanzien 
doet gedenken had afgeleyt, zou hy, ons bedunkens, zijn Schatboek der Spreekwoorden 
niet hebben bedurven. 

Craterus bezat een byzonder talent in het maalen van Boertige Schilderyen, en met 
dat soort van konsttaferelen vercierde hy het Pompeon van Athenen. Aldus wiert dat 
gemeen Gebouw genaamt, dat aan den ingang van die stad was gesticht, en alwaar de 
Athèners alle de voorbereydselen der plegtigheden en feestelijke praalstaatsien ver- 
vaardigden. Nu was die plaats wakker opgeschikt met allerley soort van Schilderyen 
en van Beelhouweryen: ook hadden en besloegen er de Wysgeeren en de Driedeks 
Redenkonstenaaren, een plaats van eere, zo men Plinius gelieve te vertrouwen. 

Eutychides was zeer berucht wegens een Overwinning van zijn maaksel, dewelke, 
door een Kar met twee paerden weggevoert, de toomen vasthield met de eene, en 
met de andere hand een kroon des verwinnaars zwaaide. Wy hebben dien Konstenaar 
eershalve aangehaelt, als die ook onder veele andere konststukken den Vloed Eurotas 
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than the ugly dowager Van Linxenburg or the over mature Mrs. Maria Zonnebloems.!ë° 
Clesides painted the queen life-size, in puris naturalibus as our first mother was before 
she developed an appetite for apples. She and a fellow from the rabble were embrac- 
ing tightly, but his broad shoulders, pitch-black eyes, and Herculean feats during the 
night won him a more favourable opinion at court than was desirable for the queen’s 
reputation. When he had completed this aretinian scene, the painter nailed it to one 
of the city gates at night-time and then fled from that place, helped by sails and oars. 
The next day all inhabitants hastened to inspect the representation, and they all said 
that they wanted to make a wager, expecting the insulted queen to have the work of 
art removed, or have it brought to some other place at least. But the political gamblers 
reckoned without the queen.!®° The beautiful sovereign, who was so favourably dis- 
posed towards broad-shouldered men, thought it such a glorious painting, arranged 
and executed so naturally, in which the two acting personages were so well character- 
ised, that she issued capital punishment on the removal or annihilation of the painting. 
We assume that Stratonice gave the women and mistresses much pleasure, because 
great numbers of married men and men with paid lovers gathered daily in front of 
this work of art, instead of riding their horses to the Maliebaan, wasting their time in 
coffeehouses, or taking a harmless breath of fresh air on the shores of the river IJ9!| 130 
If the great phoenix of proverbs, the torch-bearer Tuinman had deduced the proverb 
aanzien doet gedenken [the eye feeds the memory] from this incident, he would not 
have ruined his Treasury of Proverbs we believe.!°? 

Craterus!93 was very talented as a painter of jocular scenes and he decorated the 
Pompeon in Athens with works of art from this genre. This was the name of a public 
building, erected at the entrance of the town, where the Athenians made the prepara- 
tions for their ceremonies and the pageantry of festive processions. This edifice was 
richly adorned with all kinds of paintings and sculptures, and the philosophers and 
multilayered rhetoricians had a place of honour there, if Pliny is to be believed.194 

Eutychides was very famous for a Victory he painted. She was driving a two horse 
chariot, holding the bridle with one hand and a triumphal crown with the other. We 


189 Leemans. The author identifies one of the prostitutes in the Miroir des plus belles cour- 
tisanes de ce temps with Adriana Beekman. Adriana lived on the manor Leeuwenburg, 
but Weyerman replaced the lion (leeuw) by a lynx. The Miroir was published in many 
editions in different languages. First Dutch ed. 1631. Mrs. Zonnebloems (sunflower) must 
have been one of her colleagues. 

190 The proverbial expression: buiten de waard rekenen (to reckon without the innkeeper) 
means to be too optimistic, disregarding essential influences. 

191 A maliebaan is a place just outside a town where a kind of golf or croquet was being 
played. The river IJ connects Amsterdam’s harbours with the open sea. 

192 Tuinman. 

193 Pliny 140: Cratinus, the comic writer. 

194 DD u4 in square brackets. 
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had gegooten, zo konstglijk geordonneert en zo heerlijk uytgevoert, dat het koper 
de vloeibaarheyt des waters overtrof, volgens het tegenevangelisch voorgeeven der 
Ouden, die zo min op een handvol Dubbelzinnigheden zaagen als de hedensdaagsche 
Antwerpsche Opsnyders en Konstvervalschers, waar van de minst schuldigen zo wel 
het nootlot der Oliekoeken hebben verdient, als de strafwaardige Muntmeesters der 
onechte Zonpistolen. 

Eudorus bezat desglijks dezelve talenten, als die een verdienstig Schilder was, en een 

131 uytmuntent Beeldhouwer. Doch wy moeten er echter van zeggen, dat hy | eygentlijk 
niets schilderde als Cieraaden, een byweg van de Schilderkonst, dewelke de wakkere 
Historieschilders wraaken. 

Hippias heeft ons eenen Neptuyn en een Overwinning nagelaaten, zegt Plinius; doch 
dewijl hy er niet anders van zegt, zulllen wy hem op zijn woord gelooven. Zo het dien 
Hippias was, waar over de Geleerden zo plachten te brommen, is hy een wakker Man 
geweest. Plato roemt er wijd en breet van in zijn Hippias. Cicero geeft er ook louter van 
op in zijn Redenkonstenaar. Quintiliaan laat hem mee niet in het duyster verdwijnen, 
gelijk als een Hobbesche ziel: en Apuleus wist wel eer zijn voordeel te doen met deszelfs 
gedachten. Hippias, zegt dien laatsten, streek voor niemant de vlag op het punt van de 
Welspreekendheyt, en hy stak alle de Geleerden de loef af door zijn uytgestrekte kennis 
in allerley soort van Konsten. Hy was een Peleponêser, geboortig van Elis. Hy bezat een 
grooten naam, en geringe middelen; daar by had hy verhèven Verstant, een heerlijke 
memorie, onderscheyde Wetenschappen, en Mededingers en Benyders buyten tal. 
Want hy was een Wysgeer, een Redenkonstenaar, een Beeldhouwer, een Schilder, en 
wat wil je meer? Het zal ons genoeg zijn te zeggen, dat hy zo vernuftig van geest en 
zo konstig van handen was, dat hy alles dat hy noodig had zelfs maakte, tot zo ver dat 
hy niets om noch aan zijn Licghaam voerde, dat hy niet had gemeeten, gesneeden, 
genaait, geweeven, of toegestelt met zijn eyge vingers. Vive 1 industrie de la Pauvretê! 

Harbon vergenoegde zich een Schilder te weezen. Veele vergenoegen zich die het 
niet zijn. By het leeven van Plinius hadden de Romeynen noch een paar konststukken 

132 van dien Konstenaar, een Eendracht en een | Vriendschap, beneffens de voornaamste 
Heydensche Godhêden, met alle derzelver merktêkens. 
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mentioned this artist out of respect because, among many other works of art, he cast 
the river Eurotas. This sculpture was so well arranged and executed so beautifully that, 
according to the apocryphal opinion of the ancients, the bronze surpassed the fluidity 
of water.!°5 But they didn't mind a handful of ambiguities, no more or less than the 
bragging Antwerp forgers of art. Even the least culpable among them deserve the same 
fate as the stupid drunkards or the punishable coiners of the fake sun pistoles.!°° 

Eudorus had the same talents, being a meritorious painter and an excellent sculp- 
tor. But we have to say | that in fact he painted nothing but decorative works, a byroad 131 
in the art of painting that is repudiated by clever history painters.!9” 

Pliny states that Hippias left a Neptune and a Victory behind? but because he says 
nothing else about it, we will have to believe him on his word. If he was the Hippias that 
used to be extolled by the scholars, he was a clever man. In his dialogue Hippias Major, 
Plato amply discusses him. Cicero lauded him highly in his De Oratore. Quintilian also 
saves him from disappearance into the dark as a Hobbesian soul. Apuleus made good 
use of his ideas, and he says that Hippias hauled down his flag for nobody in the field of 
eloquence. He surpassed all scholars with his extensive knowledge of all kinds of arts 
and sciences. Hippias was born in Elis on the Peloponnesus. He had a great reputation 
but limited means; he had a great intelligence and a glorious memory; he had a firm 
grasp of a number of arts and sciences, and innumerable competitors and enviers, for 
he was a philosopher, a rhetorician, a sculptor, a painter. What more could one wish? 
We will limit ourselves to the statement that his mind was so ingenious and his hands 
so creative that he could make anything he wanted. He even wore nothing that he had 
not measured, cut, sewed, woven or put together with his own hands. Vive l'industrie 
de la Pauvreté!!99 

Habron was pleased to be a painter, and many are pleased not to be one. In Pliny’s 
time the Romans still had some works by him, a Concordia and a Friendship, | and also 132 
the major pagan Gods with all their attributes.200 


195 His sculptures not mentioned in Pliny’s book xxxv. DD 114 inserts a reference to book 
XXXIV. 

196 The zonpistool is a French gold coin with a sun on its reverse. An oliekoek or oliebol is a 
kind of pastry; the word is a term of abuse for a stupid person or someone with the face of 
a drunkard. Unsuccessful Anwerp painters offered their paintings in the town’s open air 
market, held on Friday. According to Weyerman, many fakes and copies with ‘optimistic’ 
attributions were sold there. 

197 Pliny 141: famous for his dramatic scenery. 

198 DD u5. 

199 Pliny 141: by Hippys there is a Neptune and Victory; probably one single painting. DD 15. 

200 Pliny 141: Habron painted a picture of Friendship and Concord; probably not two paintings 
but one. 
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Leontiscus wist zich berucht te maaken door een Tafereel, verbeeldende de over- 
winning van Aratus, dien vermaarde Bevryder van Sicyone, en dien Uytroeier der 
Grieksche Dwingelanden. Die overwinning beduyde het ontzet van de stad van Argos 
uyt de handen van Aristippus, die er in wiert verslaagen en op de welke men alle de 
zeegentékens van het gemeene best verooverde. Noch schilderde hy een schoone 
Zangster, in welk konterfytsel hy aantoonde dat hy zo wel bevallige, als de verhévene 
voorwerpen, kon behandelen. 


Leons portret van Sappho 
Leon was maar alleen aanmerkelijk door een eenig konsttafereel van zijn maaksel: dat 
was die geestrijke en verliefde Sappho, dewelke zo veel gerucht op de Grieksche Weerelt 
heeft gemaakt, beyde door de téderheyt van haare gezangen, als door de ongerymdheyt 
van haare hartstochten. Die verdienstige Juffer wiert bygenaamt de tiende Zanggodin, 
zijnde zy gebooren te Lesbos, en zy bloeide in de vyf en veertigste Olympiade, dat is, 
ses hondert jaar voor de geboorte Jesu Kristi. Zy komponeerde verscheyde dichtkundi- 
ge werken, over dewelke zich de Oudheyt verwonderde, en waar van wy niets hebben 
gehouden als eene Lofzang aan Venus, en een Gezang van sestien regelen opgedraagen 
aan een jonge Dochter die zy beminde. Aan den Redenkonstenaar Longin zijn wy die 
twee Gezangen verschuldigt, dewelke wy uyt het Grieks vertaalt alhier tusschen in- 
voegen, om de schilderachtige denkbeelden vervat in het eerste geestelijk Lied; en 
om de hevige hartstochten dewelke men zo natuurlijk ziet doorstraalen in het tweede 
133 Gezang. | 


EEN GEESTELYK LIED 
AAN VENUS 
Groote en onsterflijke Venus, die Tempelen hebt op en in alle de gedeeltens en plaat- 
sen des weerelds. Dochter van Jupiter, die zo veel vermaak schept in de Minnaars 
te bedriegen; ik bid en smeek uw van mijn ziel met geen smarten noch droefheden 
te overlaaden. Doch zo ghy my ooit hebt begonstigt, kom my dan heden te hulp, en 
verwaardig uw te luysteren na mijn gebéden gelijk als wel eer, toen ghy wel wilde uw ’s 
Vaders wooning verlaaten, om uw alhier te komen ophouden. Ghy waart geklommen 
op een Kar die de vlugge duyven voorttrokken met een groote gezwindheyt door de 
hemelsblaauwe lucht. De duyven keerden weerom zo dra als zy uw alhier ter stee 
hadden gevoert, en toen, bekoorlijke Godes, behaagde het uw van my te vraagen 
met een lacghende tronie, waar in dat het voorwerp van mijn klachten bestont, en 
waarom ik uw had aangeroepen? Noch vraegde ghy my daar en boven, waar na mijn 
ziel het hêvigste verlangde, en wie dien jongeling was dien ik poogde in te wikkelen 
en te verstrikken in mijn netten? Wie is die knaap, vraagde ghy, wie is hy doch die uw 
veracht, Sappho? Ha, alhoewel hy uw thans ontvlucht, echter zal hy binnen een korte 
134 tijd niet konnen leeven zonder uw, en schoon hy nu uwe geschenken | versmaat, de 
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Leontiscus won himself a reputation with a painting in which the victory of Aratus 
was depicted, the famous liberator of Sicyon and the destroyer of Greek tyrants. This 
victory resulted in the liberation of the city of Argos. The place was wrenched from 
the hands of Aristippus, who was defeated there, when Aratus won the trophies of the 
whole commonwealth. Leontiscus also painted a beautiful Female Singer, a portrait in 
which he demonstrated his ability to treat gracious as well as elevated subjects. 


Leon’s portrait of Sappho 
Leon deserves our attention for one painting from his hand only, to wit the portrait of 
the spirited and enamoured Sappho, who caused such a great stir in the Greek world 
through the tenderness of her poems as well as the absurdity of her passions.” This 
talented lady, surnamed the Tenth Muse, was born on the island of Lesbos and flour- 
ished in the forty-fifth Olympiad, that is six hundred years before the birth of Jesus 
Christ. She composed a number of poetical works which the ancients admired, from 
which nothing survives with the exception of an Ode to Venus, and a poem of six- 
teen verses dedicated to a young woman she loved. We are indebted to the rhetorician 
Longinus for these two songs, presented here in a translation from the Greek, because 
of the painterly ideas comprised in the spiritual song, and for the intensity of the emo- 


tions emanating so naturally from the second song.? | 133 


A SPIRITUAL SONG 
FOR VENUS 
Great and immortal Venus, you who have temples everywhere around the world, 
daughter of Jupiter who take so much delight in deceiving lovers: I implore you not 
to overburden my soul with sorrow and sadness. If you ever extended your favours to 
me, render me your assistance today, benevolently listening to my prayers now as you 
did formerly, when you kindly left the house of your father to settle here. Swift pigeons 
drew the chariot you rode at great speed through the azure skies. The pigeons flew 
back as soon as they had brought you here and then, lovely goddess, you had the kind- 
ness of asking me with a smile on your face, what I was complaining about and why 
I invoked you. You also asked me what my soul was longing for most vehemently, and 
which young man I tried to catch and ensnare in my nets. Sappho, you asked, who is this 
fellow, who holds you in contempt? Aha, although he is fleeing from you presently, soon 
enough he will be unable to live without you, although now he despises your presents. 
| The time is near when he in his turn will offer you his gifts. Great goddess, today ask 134 
for your help again, I pray and beseech you to set me free from the cruel anxiousness 


201 Pliny141 and DD u5 mention the portrait without giving any further information. 
202 Compare JCW 11:62 where Anna Maria van Schurman is compared with Sappho. 
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tijd nadert waar in hy uw op zijn beurt die zal aanbieden. Heden dan, groote Godin, 
verzoek ik noch maals uw hulp, en ik bid en smeek uw van my te ontrukken uyt die 
wreede ongerustheden dewelke my verslinden. Maak dat alle de begeertens van mijn 
ziel vervult worden, en zijt zo goedertieren van my uw bescherming te verleenen. 


AAN HAARE VRIENDIN. 

Die geen die altoos by uw is, en die het geluk heeft van uw te hooren spreeken, en op zo 
een aangenaame wyze te zien lacghen, is waarlijk zo gelukkig als de Goden. Die lacgh 
en die wijze van spreeken ontrusten mijn ziel, want zo dra als ik uw zie, ontschiet my 
de spraak, ik wort onbeweeglijk, en een dun vuur doorkruypt mijn aderen; mijn oogen 
worden overdekt met zwaare wolken, ik hoor niet als een verwart geluyt, een klam 
zweet druypt van mijn gantsch licghaam, ik beeve, ik verbleek, ik ben zonder pols en 
zonder eenige beweeging, in 't kort en met een woord, het schynt dat my maar een 
ogenblik leevens meer overschiet. 

Voor de rest gelooven wy, dat Sappho al te veel door de taaie Spitsgarden der 
Kwaadspreekendheyt wort gekastijt, alhoewel ik te zelver tyd vaststel, dat zy zo kuysch 
niet is geweest als een wicht van de eerste nacht. Zy was zo min vry van de algemeene 
hartstochten der Juffers als onze hedensdaagsche Dames, want de geheele geleerde 
Weerelt is bewust dat zy Phaon beminde, of liever liefde op een geweldige wijze, want 

135 na dat die | jongman vertrokken was na Sicilien om haar niet meer te zien, kon zy zich 
niet wederhouden van hem te volgen. De Geleerden gelooven eenpaariglijk dat zy op 
die kruysvaart dien Lofzang aan Venus opstelde; met een woord zy stelde alles in ’t werk 
om dien Minnaar te herwinnen, doch alle haare poogingen vielen vruchteloos uyt, en 
haar tegenwoordigheyt en haare schoone vaerzen vermeerderden de koelhêden van 
dien onstandvastigen Galant. Eyndelijk ontschoot haar het gedult, en zy zette zo een 
spijt over die verachtelijke wijze van behandeling, dat zy snorde na Akarnien op de 
kaap van Leukade, van welkers hoogte zy een gevaarlijke sprong in zee dee, om zich te 
ontlasten van haar dolle hartstocht; doch dat hulpmiddel werkte boven verwachting, 
dewijl zy wel genas, maar desgelijks verdronk. De Grieken waaren in die Eeuw voorin- 
genomen met de waan dat alle de Minnaars en de Minnaaressen, dewelke het uurtje 
van den Harder of van de Harderin niet konden treffen, maar zich van die plaats eens 
in de zee behoefden te plompen, om van die raazerny geneezen te worden. En in der 
daad, zy genaazen alle wiskonstiglijk, dewyl zy na die sprong niet veel sprongen meer 
maakten; of gebeurde het nu en dan al eens dat er een het hoofd opbeurde uyt dat 
pekelbad, die was zo lam voor de rest van zijn dagen, als een gekonfyt Podagrist, die vyf 
a ses weeken lang de peine forte & dure heeft verduurt van het ontmenscht Flerecyn. 
Op het hoogste van die rots stont een Tempel gesticht ter eere van Apol, waar in die 
verliefde Pelgroms en Pelgromessen, dewelke die doodelijke kabriool ondernaamen, 
eerst hun Gebeden gingen storten, en dan was ’t spring je niet dan genees je niet. De 
Akarniers, die jaarlijks de Feestdaagen vierden van dien God, namen gemeenlijk eenen 
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that is devouring me. Please make that all desires of my soul will be granted and have 
the goodness of giving me your protection. 


TO HER FRIEND. 

She who is always at your side, having the privilege of hearing you speak and seeing you 
laugh so enchantingly, is truly as happy as the gods. That laugh and that way of speaking 
disturb my soul: as soon as I see you I am speechless, I cannot move my limbs anymore 
and a liquid fire comes creeping through my veins; my eyes become covered with heavy 
clouds; I only hear confused sounds; clammy sweat is dripping down my entire body; Iam 
trembling, growing pale, losing my pulse, and Iam completely unable to move. To be brief, 
Texpect to lose my life instantaneously. 

We are convinced, by the way, that Sappho was chastised too severely with the 
swishing wands of slander when she ran the gauntlet, although I have to admit that 
she was not as chaste as a newborn baby. No more or less than the ladies of our time, 
she was free from the usual passions of young women. The learned community at large 
knows very well that she was in love with Phaon or, properly speaking, she was smitten 
with him in an unbridled way. | When this young man left for Sicily, because he did not 135 
want to see her anymore, she could not refrain from following him. Scholars believe 
unanimously that she composed her ode to Venus during this crusade. In other words, 
she did everything to win this lover back, but all her attempts were null and void and 
her presence and her beautiful poems increased the coldness of this fickle charmer. At 
last she lost her patience, being so exasperated by this contemptible ill-treatment, that 
she hastened to Acarnia on cape Leukade,? taking a dangerous jump from this eleva- 
tion into the sea to cure herself from her mad passion. But this method worked beyond 
all expectations, because she was cured and drowned at the same time. In these days, 
the Greeks were deluded by the erroneous idea that all lovers, who could not enjoy the 
shepherd’s hour, would easily be cured from this madness just by jumping into the sea 
from that spot. Indeed they all were cured with absolute certainty, because they did 
not make many jumps after this one. And if once in a while someone was able to raise 
his head from this briny bath, he was as paralysed for the rest of his life as a highly ex- 
perienced podagra patient who has been suffering the inhumane peine forte & dure of 
rheumatoid arthritis for some five, six weeks.2°* On this mountain's top was a temple, 
founded in honour of Apollo, where the enamoured pilgrims, who were about to make 
this fatal caper, put up their prayers first. Then the rule applied: if you don’t jump you 


203 Possibly Cape Leukade (Levkas) on the island of Leukada (Lefkada). The idea that the 
poet committed suicide goes back to a comedy by Menander. 

204 Peine forte et dure mostly means torture used to make accused persons confess. Gekonfyt: 
very experienced. See: Van Dale's Groot Woordenboek der Nederlandsche taal, 5th ed., The 
Hague, Leiden (M. Nijhoff, A. W. Sijthoff), 1914, 957. This meaning not in wnT. Usually 
konfijten means to candy fruits to make them last longer. 
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136 ter dood veroordeelden Misdaadigen, den | welken zy van boven neder van die rots 
in zee wierpen, na dat zy hem alvoorens met allerley soort van pluymen hadden be- 
stooken, gelijk als een Wilde van Kanada, om was het mogelijk daar door de kracht van 
dien val te breeken, en hem in ’t leeven te houden. Aan de voet van die rots waaren 
veele persoonen in sloepen, om hem zo spoedig als ’t doenlijk was uyt de zee te sleuren 
en te bergen. Gebeurde het dat hy op geen uytsteekende punten viel, dan wiert hem 
het leeven geschonken; doch men verbande hem uyt die luchtstreek, om elders, zo het 
hem mogt lusten, te gaen paerlduyken. 

Zommige Schryvers zeggen zo rond uyt als of zy het wisten, dat Sappho dat vreemd 
en halsbreekent hulpmiddel het aldereerst verzon en in het werk stelde. Andere 
Penkampioenen beweeren, dat zy alleenlijk het voorbeelt van veele wanhoopende 
Minnaars en Minnaaressen, dewelke haar hadden voorgegaan, navolgde. Maar de 
meeste van die Sprinkhaanen waaren Mannen, dewyl er maar weynig Vrouwen dien 
sprong hadden durven waagen, of tot die gevaarlijke uyterstens komen; en uyt dien 
hoofde doopen haar de Dichters, de mannelijke of de moedige Sappho. 

Zy trouwde in haar lente jeugd, en alhoewel zy noch piep jong zijnde Weduwe wiert, 
echter begeerde zy nooit weerom te hertrouwen, schoon zy de keur uyt honderde 
Mannen kon hebben. Daar is noch een stuk of een brok van een brief bekent, dewelke 
zy aan een Man schreef die haar ten huuwelijk verzocht, waar in zy hem aldus ver- 
maant; Zo je mijn Vriend zijt, (zegt zy) behoort ghy nooit te denken om my tot een Vrouw 
te verzoeken; maar het past uw een Vrouw die jonger is als ik ben te neemen, want dewyl 
ik veel ouder ben als ghy, zou ik nooit kunnen besluyten uw tot een man te aanvaarden. 

137 De Ouden hebben ons haar konterfytsel niet | nagelaaten, zy verhaalen alleenlijk dat 
zy noch groot noch kleyn was, zijnde zy daar by vry bruyn van koleur, en geoogt als een 
valk. Doch zy vergoede den mistal van haar gestalte en van haar tronie voordeeliglijk, 
ja met woeker, door de schoonhéden van haar geest, zijnde zy voorzien met een aange- 
naam, natuurlijk, en galant verstant, dat zy noch daar en boven had weeten te verrijken 
met een diepe geleerdheyt. Alle die schoone eygenschappen gewonnen haar den tytel 
van de tiende Zanggodin. Ook verdiende zy dien naam rechtvaardiglijk, volgens de 
bekentenis van de aldergrootste aloude Wysgeeren en Schryvers. Men kan die stellin- 
gen bewijzen door de loftuytingen waar mee Sokrates, Aristoteles, Strabo, Dionysius 
Halikarnasseus, Longinus, en den Keyzer Julianus deeze verwonderlijke Persoonaagie 
hebben vereert. Daar was niets zo têder noch zo volmaakt als haare Gedichten, ook 
zegt men dat Ovidius zijn bekoorlijkste schichten heeft gehaalt uyt Saphos pylkooker. 

Zy had negen boeken met Gezangen gedicht, beneffens veele Puntdichten, 
Treurdichten, Minnedichten en andere Gedichten. Ook voegen er de Ouden by dat 
zy de Uytvindster is geweest van een Muziekinstrument, en van een soort overeen- 
stemming waar van wy niet veel weeten na te vertellen. By na alle haare Vaerzen be- 
stonden in Lofgedichten op haare Vriendinnen; doch ons verwondert eene zaak, dat 
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will not be cured. The inhabitants of Acarnia celebrating the yearly ceremonies of this 

god used to select a criminal who had been sentenced to death, | whom they threw 136 
down from the rock into the sea. Before doing so, they covered him with all kinds of 
feathers, not unlike a savage from Canada, to break his fall and save his life if possible. 
Many people in rowing boats were waiting at the foot of the cliff to rescue him from 

the sea as quickly as they could. If he had the luck of not falling on protruding crags he 

was reprieved, but he would be banned from that area with the permission to go pearl- 
diving somewhere else, if he felt like it. 

Some authors state, as if they had complete certainty about it, that Sappho was the 
first to think of and use this breakneck remedy. Other champions of the pen assert 
that she just imitated the example of many desperate lovers preceding her. But most 
of these locusts were male because only a few women had the courage to climb this 
dangerous top, let alone to make the jump.” Therefore poets called her the masculine 
or the courageous Sappho. 

She married when she was in the spring of life and was still very young when she be- 
came a widow, but she never wanted to marry again, although she could choose from 
hundreds of men. A fragment of a letter she wrote to a man, who made her a marriage 
proposal, survives. She admonishes him with these words: If you are my friend, she 
wrote, you never should even think of asking me in marriage. It would suit you to choose a 
woman who is younger than Iam. Because Iam much older than you I could never decide 
to take you as my husband. 

Her portrait did not come down to us from the ancients; | they only say that she 137 
was neither long nor short, had a rather dark complexion, and the eyes of a falcon. But 
the shortcomings of her stature and face were counterbalanced by the beauties of her 
mind, far outweighed even, since she was gifted with a winning, natural and affable 
apperception that she, moreover, had been able to enrich with profound learning. All 
these great qualities earned her the title of the Tenth Muse. The greatest philosophers 
and authors of antiquity say that she deserved this name rightly. We can corroborate 
this statement with the encomiums dedicated to this admirable person by Socrates, 
Aristotle, Strabo, Dionysius Halicarnassus, Longinus and emperor Julian. Nothing sur- 
passed the tenderness and perfection of her poems. It is said that Ovid took his most 
charming arrows from Sappho’s quiver. 

Apart from nine volumes of poems, Sappho wrote many epigrams, elegies, love 
songs and other poems. The ancients say also that she was the inventor of a musical 
instrument and of a certain key, about which we can say hardly anything. Most of her 
poems were odes to her female friends, but we are amazed about the fact that nearly all 
these friends were from abroad, since Sappho could not win the favours of the ladies 


205 The Dutch word sprinkhaan, i.e. locust or grasshopper means literally jumping cock. 
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genoegzaam alle die Vriendinnen vreemde Juffers waaren, en zy zich niet wist te doen 
lieven by de Dames van haar luchtstreek. Zy maakte eenige Vaerzen en Gedichten, 
in dewelke zy zich daar over beklaagde, en dat zijn gewislijk die klachten dewelke 
Horatius in de Hel hoorde, volgens zijn zegggen. Want zy zegt tegens eene van de 

138 aanmerkelijkste en rijkste Dames van Lesbos; Als wanneer ghy zult overleeden zijn, | 
zal er volstrektlyk niet meer gesprooken worden van uw (a) want ghy hebt nooit geene 
Roozentuiltjes ontfangen van de Pierische gebergtens. Maar ghy zult zonder eenige glorie 
in Plutos naare woonplaats nederdaalen; en als ghy er eens zult zyn zal men niet meer aan 
uw gedenken, ondertusschen dat ik eeuwiglyk zal leeven. Ook was dat goed gevoelen, dat 
zy voor haar persoon en voor haare verdiensten had opgevat, niet kwalijk gefondeert, 
dewijl twee van haare Gezangen, na zo veele Eeuwen overgebleeven, het vermoogen 
hebben gehad om haaren naam op te beuren, en haar geheugen te doen overgaan aan 
de Nakomelingen. Vaar wel Sapho, den Schilder Nearchus roept ons, een Man die zo 
wel de têdere hartstochten wist te maalen, als ghy die kond opzingen. 


Meer schilders van de tweede klasse 
Nearchus schilderde een Venus, in het midden der Bevalligheden en Minnegoodjes, 
dewelke rondom haar speelden, en hunne Moeder scheenen aan te zetten; doch zy dee 
niet anders als lacghen over dat spel. Noch was er wel eer van hem eenen (b) Herkules 
te zien, tot zich zelve gekomen, en doodelijk bedroeft, dewijl hy had doen sterven, 
in een toeval van zotheyt, waar van Junos wraak de eenigste oorzaak was, en zijne 
Huysvrouw Megara, en de kinders by haar geteelt. 

Nealcus was een Sycionier bemint en beschermt by dien Aratus van wien wy zo 
effen komen te melden. Hy schilderde wel eer een Venus hooglijk geacht na zo veele 
andere Venusen, op welke soort van Godinnen, zo het ons voorkomt, zo de oude als 
de hedensdaagsche Schilders al hun vermoogen willen uytputten. Die Konstenaar was 


(a) Dat is te zeggen; Ghy hebt nooit eenige gemeenschap gehouden met de 
Zanggodinnen. 
(b) Zie Hyginus na, Fabel. 32. 


139 | zo naauwkeurig en zo verstandig in de ’t zamenstelling van een Tafereel, dat zijn 
stukken maar het opslag van een verstandig oog behoefden, om de goedkeuring des 
Aanschouwers te verwerven. Dat bleek inzonderheyt in zijn Zeegevecht tusschen de 
Egyptenaaren en de Persen. Want verplicht om den Nyl te verbeelden, die zeer breed is 
ontrent het eynde van zijn loop, en wiens wateren gelijk zijn aan de zee, verzon hy een 
hulpmiddel, waar door een Kenner aanstonds met een wenk die rivier moest kennen. 
Hy schilderde dan op ’t strand een Esel die zijn dorst versloeg, en een weynig verder 
een Krokodil tot over de helft verschoolen onder de lissen, die op dien langoor loerde, 
en zijn tijd afmat om op hem toe te schieten. Wat zegje Leezer, van die verstandige 
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of her own region. She made some songs and poems complaining of this situation and 
these must be the complaints Horace allegedly heard in hell. Sappho addressed one of 
the wealthiest and most notable ladies of Lesbos with the words: when you are dead, | 138 
nobody will speak about you anymore (a), because you never received a posy of roses, 
picked on mount Pierus. You will descend into Pluto’s gloomy realm without any glory. As 
soon as you will be there, nobody will remember you anymore, whereas I will live eternally. 
But the high opinion she held of herself and her merits was well-founded, since two 
of her songs that survived so many centuries were enough to elevate her name and to 
pass her memory on to later generations. Goodbye now, Sappho. The painter Nearchus 
is calling us, a man who could evoke the tender passions in his paintings as perfectly 
as you did in your songs. 


More Painters of the Second Class 
Nearchus painted a Venus, surrounded by the Graces and some little cupids who were 
frolicking around her, seemingly stimulating their mother; but she just laughed about 
their play. There also used to be a (b) Hercules from his hand who is sobering up and 
desperately sad because, in a fit of insanity caused solely by Juno’s thirst for revenge, 
he killed his wife Megara and the children he procreated with her. 

Nealcus was a citizen of Sicyon who was protected and favoured by Aratus whom 
we mentioned above.?°© Once he painted a Venus that was highly esteemed even 
though many Venuses had been painted before. I believe that ancient and present-day 
painters were and are equally intent on dedicating all their capacities to this kind of 
goddesses. This artist was so careful 


(a) In other words: You never had any intercourse with the Muses. 
(b) Look this up in Hyginus, 32nd. Fabel. 


| and so clever in the composition of his paintings, that the first glance from the eyes of 139 
a knowledgeable person was enough to win the spectator’s approval. This was evident 
especially from his Marine Battle between the Egyptians and the Persians. Because he 
had to paint the river Nile that is very wide at the end of its course, its waters being 
similar to those of the sea, he thought up an expedient enabling a connoisseur to rec- 
ognise this river at first glance. On the shore he painted a donkey slaking his thirst 
and not far from it a crocodile that was half hidden in the tall reeds, lying in wait and 
counting off his time before pouncing upon the long-ear. How do you judge this clever 
composition, dear reader? Didn’t this painter express himself better, using his intel- 
ligence, than others could do using all the colours of the world? The donkey would not 
be drinking if the water had not been fresh, and the crocodile wouldn't have been there 


206 See above JCW 1:132. DD 16. 
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Ordonnantie, wist dien Konstschilder zich niet beter uyt te drukken met zijn Verstant, 
dan een ander kon doen met alle de koleuren des weerelds? Want den Esel zou niet 
hebben gedronken was het water niet zoet geweest; en de Krokodil zou zich aldaar niet 
hebben bevonden, indien deeze Nyl de Strydplaats niet had verbeelt, waar op die twee 
machtige vlooten malkanderen den palmtak bedisputeerden. 

Den braaven Antoine Coypel, wiens verlies Vrankrijk noch een geruymen tijd zal 
betreuren, heeft zich van een diergelijk, ja genoegzaam van het eygen hulpmiddel 
bedient in Moses Vinding, door de Dochter des Konings van Egypten. Hy brocht zeer 
veele zaaken te pas in zijn Ordonnantie die ons deeden errinneren aan Egyptenlant, 
en onder andere vergat hy de Krokodillen niet, om ons een denkbeelt te geeven van 
den Nyl. Gantsch anders gedroeg zich een zeker Schilder die het voorval van Jonas 
had geordonneert, beneffens een antyksche Vloot, wier Wimpels praalden met de 

140 Wapens der vereenigde | Provintien. Dat doet ons gedenken aan een zeker Schilder 
geboortig van Breda, en genaamt Micharius, die Moses Vinding ordonneerde op zo 
een ongewoone wijze, dat het ons niet zal verveelen om iets ter loops te zeggen over 
die byzondere Ordonnantie. De dochter des Konings had hy behandelt gelyk als een 
verstandige Kok een gestoofden Haas behandelt, half azyn en half suyker, dat is, die 
Dame was tot aan haar middel toe gekleet of toegetakelt op het antyks, doch neer- 
waards had hy haar vereert met een wit satynen moderne Vrouwenrok, die hy kopi- 
eerden na een Konterfytsel van Gaspar Netscher, op die tijd behoorende aan den Heer 
Zwerius, Wagenmeester Generaal, welke Rok hy noch vergezelschapte met een paar 
gefestoeneerde Muyltjes. De Hofdames en de Kamenieren zweemden in alle deelen 
op de Vrouwen, en op de Nichten van de Participanten in de Ostendesche Kompagnie, 
gebakert in hangende katoene zakken, en gekoifeert met fluweele Bonnetten; en 
een koppel Lyfstafieren had hy zo goed als het hem doenlijk was gekonterfyt na de 
Brusselsche Helbaardiers, zijnde den eene een steegjes Kastelijn, en den tweede een 
Substituyt Vleeschhouwer, die, op dat zijn mes zou snyden aan weerskanten, het 
Ampt eens Verklikkers waarnam by de respektieve Heeren Pachters van de Wynen. Wy 
zouden alhier verscheyde Tafereelbeschryvingen van die natuur konnen byvoegen, 
doch wy zullen ons thans niet begeeven in dien uytgestrekten Oceaan, voorneemens 
om die vermaakelijke Byzonderheden in de Leevensbeschryvingen dier Heeren 
Schilders tusschen in te lassen, die zich wel eer van het gemeen distingueerden door 
diergelijke Ordonnantien. 
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if the Nile hadn't been the place where these two strong navies challenged each other 
for the palm of victory. 

The meritorious Antoine Coypel, who will be mourned by France for many years to 
come, used a similar or rather a more or less identical expedient in his The Egyptian 
Princess finding Moses.?°” He integrated many objects in his composition to remind us 
of Egypt and thus he did not omit the crocodiles to suggest the Nile. The behaviour of 
a certain painter was completely different when he depicted the story of Jonas with an 
ancient fleet flying the colours of the United Provinces.?° | This reminds us of a certain 140 
painter from Breda, called Micharius, who painted Moses found by the Princess in such 
an unusual way, that we will comment on this exceptional composition in passing, to 
amuse ourselves.20° He treated the king’s daughter just as a wise cook would do to the 
stew of a hare, using equal portions of vinegar and sugar. What I mean is this: up from 
the waist this lady was dressed or decked out in the antique manner, but he graced her 
lower half with a lady’s skirt of white satin, copied from a portrait by Gaspar Netscher, 
then in the collection of Mr. Zwerius, the supervisor of the army’s means of transporta- 
tion.? To this skirt he added a pair of festooned mules. All in all, the ladies in waiting 
and the maids looked not too different from the wives and cousins of the partici- 
pants of the Ostend Company,”!! keeping themselves warm in cotton saks and velvet 
bonnets.?!2 He modelled a pair of her personal bodyguards as precisely as he could 
after the Brussels halberdiers. One of them was an innkeeper from a narrow back street 
and the other was an assistant butcher who, hoping to wield a double-edged knife, 
filled a post as informer for the farmers of the wine excise. We could add a variety of 
comparable descriptions of paintings, but we will not sail out on this vast ocean, since 
we are planning to incorporate these amusing details in the biographies of those paint- 
ers who distinguished themselves from the ordinary by making such compositions.”!3 


207 A. Coypel, The Finding of Moses, Oberlin, Allen Memorial Art Museum, canvas 
111,5 x 145,5 cm. DD 16 (note). 

208 See for instance: A. Willaerts, Jonah thrown overboard, panel 48,5 x 61,0 cm. (oval), 
Greenwich, National Maritime Museum. 

209 Hack painter from Breda, criticised for his anachronisms: Jcw Iv:8. 

210 Possibly Samuel Zwerius (Sweers), sheriff of Breda (1664-1672), or one of his descendants. 
Netscher’s painting not identified. 

211 Oostendse Compagnie: generale keizerlyke Indische Compagnie (1722-1731), founded to 
compete with the Dutch V. O. C. When Jcw wrote his Leevens-Beschryvingen the company 
was already out of business for political reasons. 

212 In the early 18th century the sak (sack-back dress, robe à la Française) was an informal, 
very fashionable dress. 

213 Weyerman wanted to write a book on ‘apocryphal’ painters: hack painters, copyists, forg- 
ers, et cetera. This plan did not materialize. 
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Den Konstschilder Oenias schilderde maar een stuk, en dat was het Bondgenootschap 
141 der Grieken anders | genaamt de Atheensche Meenigte. Vele Schilders hadden dat 
Tafereel voor zijn tijd afgemaalt, doch altoos op een byzondere wijze. 

Philiscus is den naarstigste Schilder niet geweest, volgens de eenpaarige getuyge- 
nissen van byzondere Schryvers, daar wort verhaalt dat hy maar eene Schildery heeft 
geschildert, doch die de Schilderkonst grootelijks heeft vereert. Die verbeelde de 
Schilderkamer eens Konstenaars, zittende in het midden van zijn Antijksche beelden, 
onderwijl dat zijn Leerling voor Boutefeu speelde, zijnde het wel zo gevoeglijk dat het 
Kind als dat de Moeder schreyd, en dat den Leerling het vuur aanblaast als den Meester. 
Dat soort van Schilderyen is beyde leerzaam en vermaakelijk, eene Eygenschap dewel- 
ke maar weynige Konstschilders bezitten. Noch was er wel eer een andere Philiscus, 
zo het den zelve niet is, een ongemeen konstig Beeldhouwer. De Romeynen te Romen 
beroemden zich over eenige Beelden van dien Meester, en inzonderheyt over die van 
Apollo, Latona, Diana, en de negen Zanggodinnen, alle uyt marmer gekapt. Altoos het 
is een zékere waarheyt dat hy het eerste Beeld had gemaakt, dat ongemeen schoon 
was. Alle die Beelden waaren te zien in den Tempel van Apollo. 

Phalerion was den maaker van eene Scylla, een Zeemonster, gesprooken op een 
dichtkundige wijze, en genoegzaam kenbaar door de verschrikkelijke beschryving die 
er Homerus van geeft, die dat Monster afmaalt met ses hoofden, twaalf pooten, en een 
driedubbelde rey tanden: doch Virgilius heeft die Schets merkelijk verzacht, en des 
Monsters leelijkheyt grootelijks vermindert. 

Simonides liet een koppel schoone konsttukken na, eenen Agatarchus, den eer- 
sten aller Schilders, die geschreeven heeft over de Vercieringen van het Treurspel, 

142 daar | in bestiert door den Dichter Aescyles, die meer geruchts maakte op het Grieks 
Schouwburg, als den geweezen Jakob van Ryndorp ooit maakte in de Kermistent van 
Delfshaven. Noch liet hy aan de konstbeminnaars na eene schoone Mnemosyne, die 
vermaarde Zanggodin van het Pierisch Gebergte, dewelke ons de negen Zanggodinnen 
vereerde ’t eener dragt, in welk geschenk de Aardsliefhebber Jupijn geen kleyn deel 
had, zo men den vroomen Hesiodus durft gelooven. 

Scinus schilderde uytmuntende Tafereelen; een jong Kaerel die zijn rust nam in den 
winkel van een volder: een ander die zich vaardig maakte om de algemeene Feesten 
der Atheeners te vieren, die maar van vyf tot vyf jaaren kwamen, doch altijds geviert 
wierden met de uyterste heerlijkheyt; en daar kwam het van daan dat de Romeynen, 
de navolgers der Grieken, die noemde Quinquatrias, dat is, het vyfde jaar na de vier ver- 
loopen jaaren. Ten laatsten was er noch eene Nemesis van hem te zien, in dewelke men 
alle de Eygenschappen van die Godinne, aangaande de Rechtvaardigheyt en de Wraak, 
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The painter Oenias made only one painting, to know the Confederation of the Greeks 
| also known as the Athenian Crowd.?* Many painters already treated this subject 141 
before, but everyone did so in his special way. 

Philiscus was not the most diligent painter ever, as a number of authors state 
unanimously. He is said to have made one painting only that conferred great honours 
upon the art of painting. It depicted the Studio of an Artist surrounded by his ancient 
sculptures, in which room a disciple lights the fire.2!5 It is appropriate that the child 
is weeping and not the mother, and that the pupil blows up the fire instead of the 
master. This kind of paintings is both instructive and amusing, a rare quality among 
painters. Formerly there was another Philiscus, if the two are not identical; he was an 
uncommonly skilful sculptor.2!6 The Romans were proud to have some sculptures of 
this master in their town, especially an Apollo, a Latona, a Diana, and the Nine Muses, 
all twelve executed in marble. It is an unshakeable truth that he was the first to make a 
sculpture of exceptional beauty. All these sculptures could be seen in Apollo’s temple. 

Phalerion made a Scylla, a sea monster as the poets call it. It was clearly recogni- 
sable from Homer's terrifying description, who depicted the monster with six heads, 
twelve feet and three rows of teeth. But Virgil softened this sketch considerably, mark- 
edly diminishing the monster’s ugliness. 

Simonides left a number of beautiful works of art behind, an Agatharchus for in- 
stance, the first painter to write on the decorations of the tragedy.” | In this work he 142 
was tutored by Aeschylus, who attracted more attention in the Greek theatre than the 
late Jacob van Rijndorp ever did during the annual fair in Delfshaven.”!* For the art 
lovers he also left behind a beautiful Mnemosyne, the famous goddess of Singing from 
mount Pierus who, from a single pregnancy, favoured us with the nine Muses. If we are 
to believe the good Hesiod, the arch-lover Jupiter had an important share in this gift.219 

Scinus made excellent paintings, for instance a young fellow taking some rest in a 
Fuller’s Workshop; and another fellow preparing to participate in the Public Festivities of 
the Athenians that were celebrated every four or five years with all possible pomp and 
circumstance. This is the reason why the Romans, imitators of the Greeks, called the 
ceremonies quinquatrias, id est the games of the fifth year when four years had gone 
by. And then there was a Nemesis from his hand, in which all attributes of that goddess 


214 Pliny 143: a family group. 

215 Pliny 143: with a boy blowing the fire. DD 117: tandis qu'un jeune Apprenti souffle le feu, dont 
son maitre aura besoin pour dissoudre les couleurs, qu'il a appliquées sur son ceuvre; this 
suggest working in encaustic. 

216 The second Philiscus: DD 17 in square brackets. 

217 Pliny143 does not mention his writings. DD 117. 

218 Van Rijndorp was a well-known actor and the director of an itinerant theatre company; 
later he founded the Leiden theatre. 

219 JCW calls Mnemosyne a zanggodin: a singing goddess. Mostly this word translates as 
muse. 
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kon bekennen; gelijk als het Richtsnoer dat zy in de hand had gevat om onze woor- 
den en daaden te bestieren; een Toom om onze lusten te maatigen; een paar Vleugels 
om de schuldigen te vervolgen; en een Kroon om de rechtvaardigen te beloonen. Dat 
Beeld zelve dat overheerlijk was, verwekte achting en vreeze. Dat Beeld verbeelde die 
zelve Godin waar van gesprooken wort in de (a) Handelingen der Apostelen, toen de 
Malthésers, ziende de Adder die de hand van den Kruysheld Paulus had gevat, tegens 
malkanderen zeyden; Deeze Mensch is gewislyk een Doodslager, welke de wrake niet laat 


leeven, daar hy uyt de zee ontkoomen is. 
(a) Kap.28.v.4. 


143 | Theodorus liet ook geen kleyn getal Schilderyen na, in een Eeuw waar in de Schilders 
zo veele Tafereelen niet penseelden als Luca va presto, of den vaardige Signor 
Pelegrino. Hy maalde eenen Aliptes, dat is een Zalver by de Grieken, die het licghaam 
zijns Meesters zalfde: eenen Orestes, die zijn Moeder Clytemnestra dood, beneffens 
haaren Boel den Overspeelder Egystus; het onderwerp was gehaalt uyt de Electra van 
Sophocles. Noch schilderde hy den Oorlog van Troijen, en verscheyde andere stuk- 
ken, dewelke te zien waaren in de portaalen van Philippus, in of op welk tafereel men 
de voornaamste uytkomsten zag van die vermaarde belêgering, achtervolgens als die 
eertijds wierden gezongen door den goddelijken Homerus, en naderhant opgebazuynt 
by den groote Virgilius: ook maakte hy Cassandra, die rampzalige Vorstin, die het tal- 
ent had van de toekomende zaaken te konnen voorzeggen, doch die er het ongeluk by 
had, als zijnde eene Vrouw, dat niemant van de haaren haar wilde gelooven. Zy was 
afgebeelt in die schildery met hangende haairen, op die wijze gelijk als zy was, toen zy 
wiert voortgesleurt uyt den Tempel van Minerva, te vergeefs haare oogen verheffende 
na den Hemel; wy zeggen haare oogen en niet haare handen, dewyl de onbarmhartige 
Grieken, die haar voortsleurden, die reeds hadden gebonden. Dat heerlijk stuk hing 
in den Tempel der Eendrachtigheyt, alwaar den verheven Maro het waarschijnlijk zal 
hebben geconsulteert, toen hy aldus begon te zingen; 


Maar zie Kassandre wert by ’t haair, in droeven schyn, 
By ’thangent haair gesleurt, uyt Pallas koor en Tempel; 
De Dochter van Priaam; terwyl ze van den drempel 
Haare oogen, doch vergeefs, om troost ten Hemel sloeg, 
144 | Haar blaakende oogen; want de handen teer genoeg 
Geknevelt waaren, en met koorden vast gekneepen. 
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referring to Righteousness and Vengeance could be recognised, such as the measuring 
cord she holds to regulate our words and deeds; a bridle to rein in our passions; a pair 
of wings to persecute the culprits; and a crown to reward the righteous. This glorious 
image excited respect and awe.??° This image showed the same goddess mentioned in 
the (a) Acts of the Apostles. When the inhabitants of Malta saw the viper that fastened 
itself on Paul’s hand, they said among themselves: No doubt this man is a murderer, 
whom, though he hath escaped the sea, yet Vengeance suffereth not to live.?”! 


(a) Chapter 28, verse 4. 


| Ina period, in which painters did not paint so much as Luca fa Presto or the proficient 143 
Signor Pelegrino, the number of Theodorus’ paintings was considerable. He painted 
an Aliptes, a Greek functionary who does anointments, anointing his master’s body.222 
Also an Orestes who killed his mother Clytemnestra as well as her adulterous lover 
Egystus. The subject was chosen from Sophocles’ Electra.2?3 Furthermore, he paint- 
ed the Trojan War and a number of other paintings that were on show in Philippus’ 
gallery,2?4 in which one could see the most important results of that famous siege, in 
the sequence in which they are sung by the divine Homer and later trumpeted forth 
by the great Virgil. He also made a Cassandra, the wretched princess, who had the tal- 
ent that she could predict the future, combined with the misfortune that her relatives 
did not believe her since she was a woman.””° The painting depicted her with her hair 
down and showed her as she was when she was dragged off from Minerva’s temple, un- 
availingly turning up her eyes to the heavens. Her eyes, we say and not her hands, since 
the merciless Greeks, who were dragging her along, had already fettered her hands. 
This glorious painting was hanging in the temple of Concord, where the august Maro 
probably inspected it and was inspired to sing: 


Now see how Priamus’ daughter Cassandra, a paragon of sadness, 
is dragged away by her hanging hair from Pallas’ choir and temple. 
From the threshold she turns up her eyes to the heavens, 

hoping in vain to be consoled; only her burning eyes because 

her tender hands were fettered and bound with ropes.2*6 


220 The word beeld mostly translates as sculpture, not often as image; the context indicates 
however that the second meaning should be chosen. 

221 The Acts, 28:4. This identification taken from DD 118 (note). 

222 Pliny 144: a man anointing himself: DD and jcw call the artist Theodorus. 

223 DD 18. 

224 Pliny144: a representation of the Trojan War, in a series of paintings. 

225 DD 18: & le malheur de n'être jamais crue par les siens même. 

226 DD 18 (note). See Ovid’s Metamorphoses X111:408—415. 
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Noch had die Theodorus eenen Leontium geschildert, eene toegeevende Discipelin, of, 
om ons natuurlijker uyt te drukken, de geestrijke Minnaares van Epikuur. Wat er van 
zy die Wysgeer vermaakte zich ten alderhoogste in haar gezelschap, en hy schaamde 
het zich niet van haar deelachtig te maaken aan zijn Kennis en aan zijn schoone 
Zeedekunde, zo wel als aan zijne Liefde. Wy zullen alhier een korte schets geeven 
van die verdienstige Leontium; en dat alleenlijk, om aan de Schilders, die zo lang niet 
konnen wachten na de Vertaaling van Moreris Woordenboek, als er andere Intékenaars 
na moeten wachten, een denkbeelt te geeven van die geestrijke Courtisane. 

Leontium; een Atheensche Pop, Vloerduyf, of Juffertje Levi, zo men ze wil doopen, 
heeft zich vooreerst berucht gemaakt door haar schaamteloosheden, en ten tweede 
door haar zucht voor de studie der Wysgeerte. Het tweede beroep zou de schande van 
de eerste broodwinning hebben herstelt, indien die schoone den bof had gegeeven 
aan de Liefde, zo dra als zy haar vervoegde tot de Wysgeerte; maar men geeft voor 
dat zy niet een reefje inbond in de Kluyf-fok van haar Hembdslip, en dat zy alle 
goederen gemeen speelde met alle de Discipelen van Epikuur, zo wel als met den 
Meester, zo dra als zy was ingelijft in de natuurlijke Wysbegeerte; een bewijs, dat er 
zo een groote weerzin niet is tusschen de Liefde, en tusschen de Filosoofen. Eenige 
Tijdgenooten beweeren, dat die Wysgeer zodanig in zijn schik was met die schoone 
Pels, dat hy zich, waar hy kwam, beroemde over die algemeene bonne fortune. Doch 

145 andere | Geleerden, ten minsten die zich den tytel van Geleerden aanmaatigen, en 
die voorgeeven dat Epikuur al ommers zo onbesprooken van Zeeden is geweest als 
den Overste van La Trappe, betuygen, dat er zo min ernst in het spel kwam tusschen 
Leontium en hem, als tusschen den opperste Besneedene van het Turks Serail, en de 
begonstigde Sultane; maar zy ontkennen niet dat er een Brievewisseling was tusschen 
die beiden, niet min teder als die van Abelard met Eloise, die van een Engelsch Edelman 
met zijn Vrouws Suster, en die van den Chevalier de Ch**t met een Portugeesche 
Kloosternon: en dat alles kan bestaan, want men kan wel schryven, en te zelver tijd 
eerlijk blyven. Zy was de Vrouw of de Byzit van Metrodorus, by den welken zy een 
zoon overgaarde, dien Epikuur aanbeval aan de Uytvoerders van zijn uyterste wille, 
in zeer krachtige termen. Die plaats is een groote proef tegens dien brief in dewelke 
wort onderstelt, dat zy haar beklaagde over het fantastiek en nors humeur van dien 
ouden Galant. De zommigen gelooven, dat die geestrijke Leontium dezelve is, die wel 
eer de Maitres was van den Dichter Hermesianax: een proef dat de Grieksche Poeeten 
zo min zaagen op een handvol doodzonde, als onze hedensdaagsche Rymers. Het is 
wel zo zeker dat zy zich voor goed en al overgaf aan de Wysbegeerte; ja zelve dat zy zich 
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| Theorus also painted a Leontion, an indulgent disciple of Epicurus, or to use a more 144 
natural expression, his talented lover. However this may be, the philosopher greatly 
enjoyed her company, and he did not feel embarrassed about sharing with her his 
knowledge and his fine ethics, as well as his love. We now will summarily sketch this 
meritorious Leontion, solely to give an impression of this witty courtesan to those 
painters who cannot wait so long as other subscribers have to do for the translation of 
Moreri’s dictionary.22” 

Leontion, an Athenian sweetheart, paid lover, light-skirt or whatever name one 
prefers,?28 built a reputation on her impudence firstly and, secondly, on her propensity 
for the study of philosophy. The second vocation would have repaired the shame of 
the first livelihood, if the belle had said good-bye to love on the moment she knocked 
on philosophy’s door, but people say that she did not in the least reef the jib of her 
undershirt’s tail. As soon as she was inaugurated in the natural philosophy, she shared 
all her personal effects with all Epicurus’ disciples and also with their master. This 
proves that the antagonism between love and philosophy is not too great. Some of 
his contemporaries say that this philosopher was so pleased with this beautiful slut, 
that he exulted his general bonne fortune. | But other scholars, or those who arrogate 145 
the title of scholars, assume that Epicurus was of an equally unblemished conduct 
as the superior of La Trappe, stating that the playful relations between him and 
Leontion never became serious, no more than the relations between the head eunuch 
in the Turkish seraglio and the favourite sultana. They however do not deny the exis- 
tence of a correspondence between the two, not less tender than the letters exchanged 
between Abélard and Héloïse, between the English Nobleman and his sister-in-law, or 
between the Chevalier de Ch**t and a nun from a Portuguese convent.229 This is not 
impossible, since one can write letters and stay chaste at the same time. Leontion was 
the wife or concubine of Metrodorus, by whom she got a son. Epicurus recommended 
this boy in the strongest possible words to the executors of his last will. This passage 
is a strong piece of evidence, refuting the letter that supposedly voices her complaints 
about the whimsical and surly temper of this old lover. Some people believe that this 
witty Leontion is one and the same as the onetime mistress of the poet Hermesianax.230 
This shows clearly that the Greek poets were no more concerned about a fistful of capi- 
tal sin than our present-day versifiers. Far more certain is the fact that she dedicated 


227 Louis Moréri’s Le Grand Dictionnaire Historique was published in a number of editions 
between 1674 and 1759 in Paris and Amsterdam. 

228 Jjcw calls her een Juffertje Levi. WNT s.v. Levi quotes a proverbial expression een Ioffrouw 
van de stamme Levi, meaning a prostitute. This seems to be a play upon words between 
the Jewish man’s name Levi and the Latin word levis, lightweight. 

229 Unidentified. 

230 DD 18 (note): Voy. toutes ces médisances dans le Dict. de Bayle, Art. de Leontium. 
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opwierp tot een Schryveres, want zy schreef tegens Theophrastus, die wel de sterkste 
steun van de Sekte van Aristoteles, en het grootste cieraat was van zijn Eeuw. Cicero 
betuygt, dat zy dat werk in een beschaafde styl opstelde. Metrodorus, van den welke 
wy hebben gemelt, was een van Epikuurs voornaamste Discipelen. Die schoone had 
noch eene Dochter overgewonnen, die het spreekwoort, Zo de Ouden zongen, zo piepen 
146 de Jongen, waarmaakte, die mee Volte speelde zo lang als | Diones galey kon roeien, 
en die eyndelijk een geweldige dood onderging, het noodlot van veele Dames van dat 
Beroep. De Bewijzen van het geene wy alhier hebben bygebragt zijn te vinden in het 
Woordenboek van den Heer Bayle. Zo er iemant ons mocht vraagen, Hoe het doch 
mogelijk was, dat die geestrijke Zondaares in het strydperk durfde te treeden met een 
Wysgeer gelijk als Theoprastes? die zullen wy repliceeren; dat een Vrouw zo min werk 
maakt van een Wysgeer, als over het inslurpen van den dooier eens hoender eys, dewijl 
de ondervinding haar heeft doen zien, dat een Filosoof zo wel als een Leek gevoelig is 
voor een paar schoone oogen, zijnde dan de algemeene zinspreuk, Adieu la Philosophie. 

Theon geboortig van Samos was een ongemeen Man, in de vinding. Daar was wel 
eer eenen Orestes van hem te zien, die zijne Moeder gedoot hebbende, in de hette van 
zijn wraak, eyndelijk vervalt tot raazerny: en eenen Thamyres, dien jongen verwaan- 
den, die trots op de schoonheyt en op de zachtheyt van zijn stem, de Zanggodinnen 
ging uyttarten om tegens hem te zingen; op die voorwaarde, dat indien hy met den 
palmtak ging stryken, zy haar aan zijne bescheydenheyt moesten overgeeven, en in- 
dien hy overwonnen wiert, zy hem zodanigen straf konden opleggen, als zy zouden 
komen goed te vinden. De Zanggodinnen topten die voorwaarden, en wonnen den 
strijd met het aldereerste Airtje, waar op zy hem beroofden van zijn goude lier, en hem 
daar en boven de oogen uytstaaken. 

Tauriscus schilderde een Schyfwerper, in den welken men de poogingen en de ge- 
woone verdraaijingen dier geener zien kon die de schijf werpen: eene Clytemnestra, 
dewelke niet vergenoegt van de Huuwelijks trouw verbrooken te hebben, in ’s Man 

147 afzijn, noch boven dat het middel uytvond om hem, om een luchtje te zenden op | 
zijn wederkomst in zijn eygen huys: eenen Paniscus, of kleynen Pan, den gestadigen 
Medgezel van den grooten Pan, den God der Arkadiers en den Beschermer der Harders: 
eenen Polynices, den zoon van Oedippus en van Jocaste, en broeder van Eteocles, aan 
wien hy het Koningrijk van Theben hereyschte, om dat op zijn beurt te beheerschen, 
volgens den laatsten wil des Vaders; maar Eteocles, die liever beval dan onderdaanig 
wilde zijn, neygde geen ooren na dat voorstel, waar uyt dien bitteren inlandschen oor- 
log ontstont, die zijn uyteijnde nam in een tweegevecht, waar in die beyde Koninglijke 
Broeders sneuvelden: en ten laatsten schilderde hy den godloozen Kapaneus, die de 
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herself completely to philosophy. She even set up herself as an author, writing against 
Theophrastus who was the mainstay of Aristotle’s sect and the greatest credit to his 
century. Cicero states that she composed this work in a refined style. Metrodorus, of 
whom we spoke above, was one of Epicurus’ most important disciples. The beautiful 
Leontion also had a daughter who proved the proverb right: The chirping of young birds 
imitates the singing of their parents. She also played the Volte game as long as Dione’s 
galley was seaworthy,?*! | but eventually she met with a violent death, which is the fate 146 
of many ladies of that profession. The accuracy of what we presented above is proven 
by Mr. Bayle in his Dictionary.?3° If anyone would ask us how this witty sinner could 
possibly dare to cross swords with a philosopher as Theophrastus, we would answer 
that a woman makes no more difficulties about confronting a philosopher than about 
drinking the yolk of a hen’s egg. Experience taught her that a philosopher is as suscep- 
tible as a layman to a pair of beautiful eyes, the generally valid motto in this situation 
being: Adieu la Philosophie. 

Theon, who was born in Samos, created exceptional compositions. There used to be 
an Orestes from his hand, who fell into a lunatic frenzy after having killed his mother 
in the heat of his revengefulness. And also a Thamyres, the conceited young man who 
was proud enough of his beautiful and sweet voice to challenge the Muses for a singing 
contest. His condition was that they would have to submit completely to his will if he 
would bear away the palm, but if he would lose they would be free to impose any pun- 
ishment of their choice. The Muses agreed on these conditions and won the contest 
with their very first song. Then they robbed him of his golden lyre and, moreover, they 
put his eyes out. 

Tauriscus painted a Discus-thrower in whose body one could discern the effort and 
the usual contortions of athletes throwing the discus. Also a Clytemnestra who, not 
being satisfied with having committed adultery during the absence of her husband, 
thought up a way of making away with him when he came back home. | Furthermore 147 
Tauriscus made a Paniscus or little Pan, the loyal companion of the great Pan,?33 the 
god of the Arcadians and the guardian of the shepherds. And a Polynices, son of 
Oedipus and Iocaste and brother to Eteocles. Polynices wanted to reign over the king- 
dom of Thebes, in accordance with his father’s last will, and therefore he claimed it 
back from Eteocles, but the last-mentioned preferred being in command to submis- 
sion and would not hear of this proposal. This caused the bitter civil war that ended 
in a duel in which both royal brothers lost their life. And then Tauriscus painted the 
impious Capaneus who sided with Polynices, boasting that he would conquer the city 


231 Volte is game of cards. Dione is Venus’ mother. 

232 P. Bayle, Dictionnaire Historique et Critique, 1697, 111:92—93, s.v. Leontium. See: https:// 
artfl-project.uchicago.edu/content/dictionairre-de-bayle. 

233 Pliny 144: a Pan in miniature. 
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party kiezende van Polynices, zich trotslijk beroemde, dat hy de stad van Theben zou 
verooveren, in spijt des Dondergods; doch den Vader der Goden en der Menschen trof 
hem met den donder, op die tijd dat hy de muuren beklom, en dee hem veel laager 
nederdaalen, dan hy voorneemens was hoog te klimmen. Dat voorbeelt van Kapaneus 
is achtervolgt geworden van meer dan een Kristen Generaal, zijnde die Kapaneesche 
belofte hun begonstigt woord, als of men den Hemel moest braveeren, wanneer men 
den Koning wel wilde dienen. Daar hebje nu ontrent alle de aloude Schilders van den 
tweeden rang der Schilderkonsts Grieksche Grandes. 

Men zou er noch Erigonus konnen byvoegen, en het zal ook niet onnoodig zijn hem 
alhier te melden, al was het maar om de jonge Leerlingen aan te moedigen, die dik- 
maals een weerzin opvatten, wanneer zy niet eensklaps de Infante der Schilderkonst 
komen te schaaken. Die Erigonus was geen Leerling, maar een onnoozele Verfwryver 
van den Schilder Nealcus, en onderwijl dat hy dien Konstenaar zag schilderen, keek 

148 hy kwansuys na wat | anders, doch hy doorgronde zo door en door het Geheym en het 
superfyne van die konst, dat hy zich in staat zag om er lessen over te geeven en goede 
Leerlingen te maaken. Den bekwaamste van zijn Discipelen was een zekere Pasias, 
wiens Broeder geen gemeen Gieter is geweest. 


Onvoltooide kunstwerken 

Maar daar is noch eene zaak, die wy niet moogen overslaan, ten opzichte van die al- 
oude Meesters, als gedenkwaardig het geheugen der Tijdgenooten en der Nazaaten, 
en die is, dat hun laatste Konsttafereelen die onvolmaakt of liever die onopgeschil- 
dert waaren verbleeven, dewyl de dood het gedult niet had van die te zien voleyndi- 
gen, noch grooter verwondering verwekten als de opgemaakte schilderyen. Onder die 
Tafereelen telt men de Iris van den Schilder Aristides, de twee Gebroeders Kastor en 
Pollux van Nicomachus, de Medea van Timomachus, en de Anadyomenesche Venus van 
den grooten Apelles, die waardige Boezemvriend van den grooten Alexander. De reden 
daar van is, dat de Omtrekken zo vast gestelt waaren, alhoewel niet opgevult, dat men 
in die spiegels de volmaakte gedachten dier gelukzalige Geesten kon beschouwen. 
De Geest schiep zijn vermaak om denkbeeldelijk het licghaam en de koleur mede te 
deelen van die Omtrekken; de Geest oordeelde van het geene er aan ontbrak door het 
geene er was van overgebleeven; en die zelve Geest bejammerde die konstrijke hand, 
die voor het seyssen des doods moest bukken, op een tijd dat zy onlêdig was in het 
scheppen van die schoone zaaken; met een woord, de droefheyt zelve over hun verlies, 
gaf nieuwe bekoorlijkheden van de laatste ogenblikken van hun konstpenseelen. 


Schilders van de derde klasse 
Noch zijn er Schilders van de derde Klasse, Konstgrandes die zich niet durven dekken 
149 voor dat de Schilderkonst zegt, Cubridos, zetje hoeden op Mannen, en | die Heeren be- 
hoort geen Schryver te ontzetten van dien lof die hun in eygendom behoort. Dat zich 
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of Thebes in spite of the god of thunder. But the father of gods and men struck him 
with a thunderclap when he was climbing the city walls and made him fall into a far 
greater depth than the height he was planning to climb. The example of Capaneus was 
imitated by a number of Christian generals who used this man’s oath as their exple- 
tive, as if one had to challenge the heavens when serving the king.?34 This more or less 
sums up all ancient painters belonging to the second rank of Greek grandees of the art 
of painting. 

Erigonus could be added to this list and it is useful to mention him here, if only as 
an encouragement for young pupils who develop an aversion when they see that they 
cannot abduct the crown princess of the art of painting at their first attempt. This 
Erigonus was not a pupil but a simple boy rubbing pigments for the painter Nealcus. 
When he saw the painter at work, he pretended to look at something else, | but mean- 148 
while he fathomed the secret and the quintessence of this art. Consequently, he was 
able to give painting lessons, educating some good disciples. The most capable of them 
was a certain Pasias, whose brother was above average as a caster of bronze statues.235 


Unfinished Works of Art 

When discussing these ancient masters, there is something we should not omit because 
it deserves to be remembered by contemporaries and later generations. I mean the fact 
that, when their last works of art were left behind in an imperfect or rather unfinished 
state, since Death was too impatient to await their completion, these paintings caused 
an even greater admiration than the finished ones. Among these are the Iris by the 
painter Aristides; the two brothers Castor and Pollux by Nicomachus; the Medea by 
Timomachus; and the Venus Anadyomene by the great Apelles, worthy bosom friend 
to the great Alexander. The contour lines of these works had been indicated so effec- 
tively that, although they were not filled out, one could fully discern the ideas of these 
blessed souls in these mirrors; this was the reason for this praise. The mind was pleased 
to add imaginary volume and colour to these outlines. The mind drew its conclusions 
about the missing parts from what was left. And the mind mourned for the gifted hand 
that had to capitulate for the mowing of Death when it was busy creating these beauti- 
ful objects. In brief: it was grief over their loss that added new charms to the last mo- 
ments of their brushes. 


Painters of the Third Class 
Apart from the painters discussed above, there are painters of the third class, grandees 
of art who do not dare to cover themselves before the art of painting tells them to put 
their hats on: Cubridos, gentlemen! | No author should despoil them of the praise they 149 


234 DD 120 (note). 
235 Pliny 145: the brother of Aegineta, the modeller. 
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niemant dan verstoore indien wy die verdienstige Mannen alhier de aloude Grandes 
laaten opvolgen, zy hebben dat recht op het geheugen des tijds en der Eeuwen, niet 
alleenlijk dewijl zy poogden om wel te doen, dat reeds iets is; maar desgelijks dewijl 
zy wel hebben gedaan; alhoewel hun werken geen plaats moogen beslaan in de eerste 
of in de tweede Orden. Wy zullen ons vergenoegen, om de Oudheyt te verkorten, die 
genoegzaam de gantsche Weerelt verveelt, in het afleezen hunner naamen, en ze aldus 
verzekeren voor de Vergeetenheyt, ten minsten voor een dozijn maanden. 

Aristonidas een Schilder en een Beeldengieter, had het konstje zo fix in de vermen- 
ging van zijn metaalen, dat hy zekere Hartstochten uytdrukte in zijn gegootene beel- 
den die de Tekenkonst alleen niet kon uytdrukken. 

Anaxander, Schilder. 

Aristobulus, den Syrier, Schilder. 

Arcesilaus, uyt het eylant van Paros, Waschschilder, en zoon van Tisicrates van 
Sicyone, een van de grootste en van de vruchtbaarste Beeldhouwers zijner Eeuw. 

Coribas, Schilder en discipel van Nicomachus. 

Carmanides, een Vuurschilder, discipel van Euphranor. 

Dionysidorus, van Kolophonen, Schilder. 

Diogenes, Schilder, zodanig gelieft by Demetrius Poliorcetes, dat hy hem met zich 

150 nam op alle zijne tochten. Dat voorbeelt behoorden de Koningen, de Vorsten, en | de 
Opperbevelhebbers na te volgen; het zou de Historien bevoordeelen, en wy zouden 
met vermaak daaden leezen, die men ons, om zo te spreeken, zou konnen voorhou- 
den en aantoonen, door de na de waarheyt getêkende konstplaaten. Wy hebben meer 
dan eens moeten lacghen om zèkere Batalleschilders, die zonder ooit eenige andere 
dooden te hebben gezien, als de by de Vleeschhouwers net ontleede Ossen, Kalvers, 
en Schaapen, zich hebben opgeworpen om de alderdoorluchtigste Veld- en Zeeslagen 
na te bootsen, als zo veel Harlequynen die Vorsten naaapen. Vier jaaren, of iets lan- 
ger gelêden brogt ons een Vriend in den Doelen, om een geschilderde Bataille van 
Hoogstet te zien, geordonneert en geschildert door een zekere Kwidam, en gerepareert 
door deszelfs zoon, Willem bon Homme, een Schilder in spijt van Sint Lukas, doch een 
Dronkaart tot roem van den Uytvinder der Moutwynen. Die Bataille was geinventeert 
binnen de stad van ***, een Vryplaats; ook meenen de oordeelkundige Konstkenners, 
dat de vlucht der Bankrotiers aan den Schilder een denkbeelt had gegeeven van de 
vlucht der Franschen en der Beyerschen, want het vluchte by na alles wat op de ruuwe 
Doeken stont, tot de Britsche paerden inkluys, die hy had gekonterfyt na de wind- 
honden of hazewinden van een Boerenschout. Dewijl den Drost van die stad zo een 
doodvyant van bloed en van wonden was, dat hy zelfs de Boosdoeners liet loopen, om 
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are entitled to. No reader should be irritated when, after the ancient grandees, we now 
will present these meritorious men. They deserve to be remembered through time and 
centuries, not just because they tried to do a good job, which is important enough, but 
because they actually did so, although their paintings cannot hold a place in the first or 
second class. To abbreviate our disquisition on antiquity, a subject that is tiresome for 
almost everybody by now, we will limit ourselves to giving their names, thus safeguard- 
ing them against oblivion, at least for some twelve months or so.?36 

Aristocydes, painter and sculptor in bronze was so proficient in mixing his metals 
that he succeeded in expressing some passions in his cast sculptures the art of drawing 
was unable to render. 

Anaxander, painter. 

Aristobulus, from Syria, painter. 

Arcesilas, from the island of Paros; encaustic painter and son to Tisicrates from 
Sicyon, one of the greatest and most productive sculptors of his period. 

Coroebas, painter and disciple of Nicomachus. 

Charmantides, an encaustic painter and a disciple of Euphranor. 

Dionysodorus, from Colophonia, painter. 

Dicaeogenes, a painter who was favoured by Demetrius Poliorcetes, so much that 
this king took the painter with him on all his campaigns. This example should be im- 
itated by kings, | princes and supreme commanders. It would stimulate the writing 150 
of books on history and we would read with pleasure about acts presented and indi- 
cated, so to speak, in prints drawn after life.?37 More than once we had a good laugh 
about certain painters of battles who never saw any dead bodies, apart from the oxen, 
calves and sheep that had just been dismembered by the butcher, but who all the same 
dared to depict the most illustrious battles on land and sea. They reproduce these 
events just as harlequins mimic princes. Four years ago, or maybe somewhat longer, 
a friend took us to the archery-house to inspect a Battle of Héchstddt,2** designed and 
painted by a certain Quidam, that had been restored by his son Willem bon Homme, 
who was a painter in spite of Saint Luke, but a drunkard the inventor of malt-wines 


pers 


would have been proud of. That Battle had been invented in the town of ***, a refuge.239 


Knowledgeable connoisseurs assume that the flight of the bankrupts had inspired 
the painter’s image of the fleeing French and Bavarian troops, because almost every- 
thing on the crude canvases was taking flight, the British horses included; these were 


236 DD 122 justified inclusion of these names between square brackets. 

237 DD 122 (note). 

238 Battle in the War of the Spanish Succession, 1704. 

239 JCW vao2 relates this story to Willem de Fouchier, locating the story in IJsselstein, one 
of five Dutch safe havens where bankrupts from other places could escape from judicial 
prosecution, under certain conditions. 
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niet gehouden te zijn die te straffen na rechten, miste den Schilder de gelegendheyt 
om de verslaagenen te konterfyten in alle derzelver verschrikkelijke omstandighéden, 
derhalve bande hy alle de doode licghaamen uyt die bataille, en hy vergenoegde zich 
met de gekwetsten te schilderen na eenige roekelooze Kermisgasten, die verscheyde 

151 keepen in den bek en gaten in het hoofd, | beneffens gekneusde armen en beenen 
hadden veroovert, tusschen de Bierbank en de Dorpjuffers. Een koppel Pages die den 
Maarschalk de Tallart vergezelschapten, en op wier meekrabs liveryen men de armoe- 
de des Schilders, en in wier blikken men zo veele hartstochten zag blinken, als op een 
paar afgekeurde teerlingen, waaren hoofd voor hoofd geschildert na den Ruytenboer, 
en na den Schuppenzot uyt drie groots speelkaerten; wijl hy aan den andere kant een 
ontmoeting had gepenseelt tusschen twee gebulte vyandlijke Bevelhebbers, die mal- 
kanderen naderden van achteren, en daar door het spreekwoort leugenachtig maak- 
ten, dat twee Bergen elkanderen nooit ontmoeten. De verdere Omstandigheden van die 
belacghelijke Ordonnantie zullen wy alhier niet aanhaalen; maar die, beneffens eeni- 
ge opmerkelijke byzonderheden van het leevensbdrijf des Zoons, laaten invloeien in 
ons vertoog over de Apokryfe Schilders, zijnde thans ons bestek al te bepaalt met den 
Naamrol der overige aloude Konstschilders. 

Euthymedes, Schilder. 

Heraclides, van Macedonien, Schilder. 

Mydon, van de stad van Soles, in Cilicien, een Leerling van Pyromachus, een groot 
Meester in de Beeldengietery, en Schilder. 

Mnesitheus, van Sicyone, Schilder. 

Polemon van Alexandryen, een Schilder die men niet moet verwarren noch met 
Polemon den Beminnaar der vrye konsten, die verscheyde boeken pende over de 

152 Schilders en over de beste Schilderyen van Griekenlant; noch | met Polemon den 
Landbeschryver, die zelfs in de boeken van zijn Aardklootkunde niet vergeet, om by 
gelegendheyt het onderwerp der beruchste schilderyen aan te haalen. 

Theodorus van Samos, een braaf Schilder, en noch grooter Beeldhouwer, was een 
zoon van Rhecus, die, zo men voorgeeft, den uytvinder is geweest van het pleyster- en 
van het Beeldgieten: maar den Zoon overtrof den Vader, en wiert Schilder, Beeldhouwer 
en Bouwmeester. Die Theodoor was den vinder van den Winkelhaak, van het Pasloot, 
en van andere bouwkonstige werktuygen; ook was hy die man, die den Doolhof van 
Samos maakte, en die de eerste fondamenten ley van den Tempel van Ephesen. 
Eyndelijk na een oneyndig tal Beelden te hebben gegooten, goot hy ook zijn eygen 
konterfytsel dat hem wonderlijk geleek. Hy had in de rechter hand een vyl, en in de 
linker een wagen met vier paerden in ’t front, zo kleyn en zo konstiglijk bearbeyd, dat 
een vlieg, die er boven op zat te pryken, dat gantsche wagentje beneffens den koetsier 
bedekte met zijn vleugelen. Daar en boven graveerde hy de alderhardste steenen. Die 
vermaarde ring, by voorbeelt, die den Tieran Policrates in de zee dee gooien, om ten 
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portrayed after the greyhounds of a village sheriff. The bailiff of this town was a deadly 
enemy of blood and wounds who set the offenders free, because he hoped to avoid 
the obligation of punishing them in conformity with the law. Thus the painter had no 
opportunity to depict the miserable situation of the slain in detail. He decided to do 
away with all dead bodies in his Battle, being satisfied with depicting the wounded 
after some reckless kermis visitors who, on their way from the inn to the village pros- 
titutes, had received a number of cuts in the face and the head as well as bruised arms 
and legs. | Some footboys in the marshall De Tallart’s suite showed the poverty of the 151 
painter in their madder-coloured livery; they had as much passion in their glances 
as one sees in the eyes of worn out dice and they all were painted after the knave of 
diamonds or the joker of spades from a set of cheap playing cards. On the other side of 
his work, Quidam painted two hunchbacked commanders from opposing armies, ap- 
proaching each other backwards to repudiate the proverb saying that two mountains 
never will meet. We will not here discuss this ridiculous composition any further, as 
we plan to insert these matters in our essay on the apocryphal painters, together with 
some remarkable details from the biography of the painter’s son, presently being lim- 
ited to the roll-call of the remaining ancient painters. 

Euthymedes, painter. 

Heraclides, from Macedonia, painter. 

Milo, from Soli, a city in Cilicia; he was a pupil of Pyromachus, a painter and a great 
master in casting sculptures. 

Mnasitheus, from Sicyon, painter.240 

Polemon from Alexandria, a painter who should not be mistaken for Polemon the 
votary of the liberal arts who wrote a number of books on the painters and the best 
paintings of Greece, | nor should he be confused with the geographer Polemon, who, 152 
on occasion, did not forget to touch upon the subject of the most famous paintings in 
his books on geography. 

Theodorus from Samos was a meritorious painter and an even better sculptor. He 
was a son of Rhecus who reportedly was the inventor of casting in plaster and bronze; 
the son, surpassing the father, became a painter, sculptor and architect. Theodorus 
was the inventor of the carpenter’s square, the plumb-line and other architectural in- 
struments. He also made the labyrinth in Samos and started laying the foundations of 
the temple of Ephesus. After having cast innumerable sculptures, he eventually cast 
his self-portrait that showed an amazing resemblance. In his right hand he held a file 
and in his left hand a four horse chariot that was so small and had been elaborated so 
cleverly, that a fly parading itself on top of it covered the chariot and its driver with 
its wings. Apart from all this he engraved the hardest stones. The famous ring, for 


240 Pliny 146. DD 122. jcw leaves out Mnasitimus, son and pupil of Aristonidas, and Nessus, 
son of Habron. 
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minste eens ongelukkig te zijn, geduurende zijn leevensloop, doch die een visscher 

hem kort daar aan weerom brocht, was een Esmeraud, andere zeggen een Sardonix, 
waar van Theodoor het zegel had gestooken. 

Stadieus, Schilder, was gelijk als Theodoor een Discipel van Nicosthenes; hy beklom 

de Kanarische piek der Schilderkonst, en verhief zich als een Adelaar ver boven het 

153 bereyk van veele Mededingers. | Xenon, van Sicyone, Schilder en Discipel van Neocles. 


Vrouwelijke schilders 
De Vrouwen der Ouden hebben mee getoont dat zy zo wel konden schilderen als die der 
hedensdaagschen, wanneer zy het Toilet den bof wilden geeven, en den Schilderkwast 
van Sint Lukas in de blanke hand vatten; en tot een bewijs daar van zullen wy alhier 
eenige voorbeelden bybrengen. 

Wy hebben reeds gesprooken van Timarete, de Dochter van Micon, dewelke de eer- 
ste is geweest die het Konstpenseel verheerlijkte, gelijk als zy aan de andere kant is 
verheerlijkt geworden door het Konstpenseel; want men plaatste de Diana van haar 
maaksel in den Tempel van Ephesen, onder de alderoudste Konststukken dewelke al- 
daar bewaart wierden. 

Irene, de Dochter van Cratinus, van den welke wy hebben gewaagt onder de Schilders 
van den tweede rang, heeft ook uytgemunt in de Schilderkonst. Want na dat zy zeer 
ver in de konst was gevordert door ’s Vaders lessen, schilderde zy zelve Konterfytsels 
en vervolgende Tafereelen. Daar wiert wel eer te Eleusis, eene Jonge Dochter van haar 
maaksel zorgvuldiglijk bewaart, een schoone schildery. 

Calypso was vermaart door twee stukken van een uytgezochte smaak; het eerste ver- 
beelde eenen eerwaardigen Gryzaart, en het tweede eenen Theodorus, een vermaart 
Bekkenspeelder, die, gelijk als men zegt, de oogen der Aanschouwers wist te betoveren 
door zijn konstige handgreepen. 

Alcisthene had eenen Dansser geschildert, en die eygenschap gelukkiglijk 
uytgedrukt. 

154 | Aristarete, de Dochter van den Schilder Nearchus en zijne Discipelin in de 
Schilderkonst, liet een stuk na verbeeldende Esculaap, uyt welk Tafereel men kon oor- 


deelen van haare zeldzaame talenten. 
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example, thrown in the sea by the tyrant Polycrates, because he wanted to have bad 
luck at least once in his lifetime, but that was brought back to him by a fisherman not 
much later, was an emerald or as some others say an onyx, the signet of which had 
been engraved by Theodorus.”4! 
Stadieus, painter; both he and Theodorus were disciples of Nicosthenes. He climbed 
the highest tops of the art of painting and soared as an eagle, out of reach for his 
competitors.?4? | 153 
Xenon from Sicyon, painter, was a disciple of Neocles. 


Female Painters 

The women of antiquity showed that they could paint equally well as the women of 
today when they were willing to throw away their toilet-necessities and take Saint 
Luke’s brush in their fair hands. To prove this, we now will present some examples. 

We already mentioned Timarete,?43 Micon’s daughter, the first [of her sex] to con- 
tribute to the glory of the art of the brush. She herself was glorified through the brush, 
since the Diana she made was placed in the temple of Ephesus, side by side with the 
most ancient works of art that were kept there.244 

Irene, Cratinus’ daughter,24° whom we mentioned among the painters of the sec- 
ond rank, was excellent in the art of painting also. When her father’s lessons had 
brought her very far in art, she painted portraits and other works by herself. In Eleusis 
there used to be a Young Woman from her hand, a beautiful painting that was kept 
there carefully. 

Calypso was famous for two paintings of a refined taste.?46 The first of these showed 
a venerable Greybeard; the second was a Theodorus, a famous cymbal player who could 
entrance the eyes of his audience with his clever tricks.247 

Alcisthene painted a Dancer, expressing the characteristics of his art successfully.248 

| Aristarete, daughter of the painter Nearchus and his disciple in the art of painting, 154 
left a painting behind of Aesculapius, a painting that gave a good impression of her 
exceptional talents. 


241 DD 123 in square brackets. 

242 JCW speaks of the Canary top of the art of painting: de Kanarische piek der Schilderkonst. 
I do not know how the Canary Islands are associated with the arts. DD 123: il séleva 
jusque’au pinceau (a sculptor becoming a painter). 

243 See above, JCW 1:37-38. 

244 Pliny 147: a Diana at Ephesus, one of the very oldest panel-paintings known. 

245 See Jcw 130, there called Craterus. 

246 Calypso is the subject of one of Irene's paintings, not an artist. The works here attributed 
to ‘Calypso’ are also by Irene. DD 124 (note) reports that some authors read Pliny’s text 
this way, rejecting however this interpretation. 

247 Pliny 147: the juggler Theodorus. 

248  Alcisthenes the dancer is the subject of a painting by Irene. 
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Lala, eene Griekin geboortig van Cyzica, heeft het grootste gedeelte van haare 
dagen doorgebrogt in Italien. Varro verhaalt ons in zijn Traktaat der vrye konsten, 
dat zy haaren Maagdom bewaarde of uytrekte zo lang als zy leefde, zonder twyfel 
ter liefde van de Schilderkonst; dewijl zy oordeelde dat de onvermijdelijke plicht der 
Huyshouding, een hinderpaal was aan de kracht des Geests, en aan de vlugheyt des 
penseels, welke beyden de glorie van die konst opmaaken. Hy voegt er by dat die Lala, 
toen hy noch jong was, te Romen schilderde, of op hout, of op ivoor, zo als men begeer- 
de, of met het penseel, of met gekoleurde wasch: zy was inzonderheyt gestelt op het 
konterfyten, doch het gelukte haar nooit beter dan wanneer zy Vrouwen konterfyte: 
dat zy ook te Napels schilderde, en onder andere konsttafereelen twee gedenktékens 
van haar maaksel naliet, die er noch te zien waaren by zijn leeven: het eene stuk was 
een goed oude Wijf, (dat is al wat ongemeens) leevensgroote, beneffens alle de uytdruk- 
kingen overeenkomende met die jaaren; en het ander was haar eygen Konterfytsel, in 
de gestalte van eene jonge Juffer voor haar toilet, die vermaak schept in haar spiegel- 
glas. Hy merkt aan dat zy twee talenten bezat, die zeer zelden t’ zamengaan, en die 
haar verhieven boven alle die geenen, dewelke de Schilderkonst hebben gelieft; dat 
was, dat aan den eenen kant, geen mensch een luchtiger noch vaardiger hand had als 
zy, en dat, wat het konterfytsel betreft, te weeten het gelijken, het Air en het Koloriet, 

155 zy zo ver was gekomen in alle die deelen, | dat haare konterfytsels gemeenlijk tot een 
hooger prijs wierden geschat, als die van de grootste Schilders van haare Eeuw, en wier 
werken noch by het leeven van Plinius de Konstkabinetten der Liefhebbers vercier- 
den, als by voorbeelt de konterfytsels van Denys en van Sopolis, die Grieken waaren by 
geboorte, (veele Schilders zijn Grieken by gedrag) maar die te Romen de beyde Sexen 
schilderden. 

Ten laatste spreekt de Historie noch van eene Olympias, die tamelijk schilder- 
de; maar haare Tafereelen hebben min gerucht gemaakt als die van de verdienstige 
Juffrouw Rachel Ruys, een Schilderes die in het strijdperk kan treeden met de befaam- 
ste Bloem en Fruytschilders der voorige en der tegenwoordige Eeuwen. Het eenigste 
dat er kan gezegt worden tot lof van Olympias bestaat hier in, dat zy tot een Leerling 
heeft gehad Autobulus, die eenigzins vermaart is geweest onder de Schilders. 


Verftechnieken 
Maar gelijk als wy hier voorens hebben gesprooken van de Brandende Schilderyen, 
zullen wy alhier den Leezer in weynige woorden zeggen, waar in dat die wassche 
Schilderkonst bestont, die door het vuur moest geloutert worden, gelijk als de Zieltjes 
in het Vagevuur worden geloutert, eer dat zy tot den top der volmaaktheyt konnen 
geraaken. Weet dan dat er wel eer twee wijzen van vuurschilderen in gebruyk waaren 
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Iaia was a Greek woman,”*° born in Cyzica, who passed most of her life in Italy. In 
his treatise on the liberal arts, Varro reports that she kept or prolonged her virginity as 
long as she lived. She did so, no doubt, for love of the art of painting since she held the 
opinion that the inevitable duties of house-keeping would interpose obstacles in the 
way of her vigorous mind and the nimbleness of her brush, qualities constituting the 
glory of this art. Varro adds that Iaia was active in Rome in his youth, painting on wood 
or ivory, whatever was demanded of her, either using the brush or working in coloured 
wax. She strongly preferred portraiture, he continues, being successful especially when 
painting women. According to him, she worked in Naples also where she made a num- 
ber of paintings, two of which still were there in Varro's lifetime, keeping her memory 
alive. The first of these was a Good old Wife, (something very rare) life-size with all 
the characteristics of her age. The second was her Self-portrait, presented as a young 
woman at her dressing-table who is pleased with her mirror.75° Varro notes that she 
had two talents, the combination of which is rare, elevating her above anybody who 
loved the art of painting. Firstly, nobody had a more nimble or expeditious hand than 
she and, secondly, she reached such a high level in seizing the likeness, the deportment 
and the colouring, | that her portraits were mostly appraised at a higher value than 155 
those of the greatest painters of her time, whose works in Pliny’s days could still be 
found in the cabinets of the lovers of art. As an example he mentions the portraits by 
Denis and Sopolis, who both were Greeks by birth (many painters are Greeks in their 
behaviour), but they portrayed both sexes in Rome. 

Lastly History speaks of a certain Olympias, who painted rather well, but her works 
caused less clamour than the paintings by the meritorious Mrs. Rachel Ruysch, a fe- 
male painter who can cross swords with the most famous painters of flowers and fruit 
of past and present centuries. Olympias’ only claim to honour rests in the fact that 
she had a disciple called Autobulus who had a certain reputation among the painters. 


Colouring Techniques 
Above we spoke about painting with fire and therefore we will now tell our readers 
in a few words, what is the essence of this art of painting with wax; an art that had to 
be purified with fire, just like the souls are purified in the purgatory before they can 
reach the acme of perfection.?! You should know that the ancient painters had two 
different methods of encaustic painting. In the first, they used wax that was prepared 


249 DD 124calls her Lala. 

250 Pliny 147: a portrait of herself taken by the aid of a mirror. DD 125 (note) mentions but 
rejects this interpretation of Pliny’s text. 

251 Itis evident that neither Pliny, Durand nor Weyerman completely understood what they 
copied from earlier sources on this subject. 
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by de aloude Schilders. Voor eerst, naamen zy het wasch toebereyt in verscheyde ko- 
leuren, dat op een houte plank of plankje wiert gelegt, achtervolgens de daar van ge- 
maakte schets, of zy holden dat uyt met een heet yzer. Ten tweede, graveerden zy in 
het ivoor met een scherp en heet yzer de omtrekken en het algemeen denkbeelt van 
het voorwerp; waar na zy de koleuren gebruykten tot de schaduwen, laatende het ivoor 

156 voor het licht, en alles | voleyndigende of opmaakende door het vuur, gelijk als zy ook 
deeden op het hout. Die twee wijzen waaren de eenigste die in ’t gebruyk verbleeven 
voor een geruyme tijd, tot dat men ook eyndelijk Sloepen en Scheepen begon te be- 
schilderen op een korter wijze. Dat was om het wasch beneffens de koleuren ’t zamen 
te smelten in onderscheyde aarden testen of potjes, en die vervolgens op het hout te 
leggen met het penseel, gelijk als men gewoonlijk schildert: en die wijze was zeer goed 
voor de Scheepen, dewijl de schildering duurzaam bleef, en tegens de hitte der zonne, 
de baaren der zee, en de winden kon uytharden. Noch verhaalt Plinius van een zekere 
manier om stoffen te beschilderen, welke manier ons zo kluchtig voorkomt dat wy ons 
verplicht bevinden in Conscientie, om die den Leezer over te brieven. Na dat men die 
Egyptische stoffen zuyver en wit had gebleykt en gewassen, zegt hy, têkende zy daar op 
het voorwerp of de ordonnantie, niet met koleuren, maar met droogeryen, dewelke 
die tekeningen wel haast te voorschijn zullen brengen door de hulp des vuurs. Die stof 
op die wijze getêkent zijnde kon men niets bekennen, maar dan staaken zy die in een 
kookende Ketel, waar in de koleurende of koleurgeevende stoffe was, en zy haalden 
die korts daar aan uyt, geheelijk geschildert gelijk als die behoorde te weezen. Noch 
een tweede wonder! roept Plinius, dat is, dat die koleuren niet konden uytgewassen 
worden, en gelijk als Yrsche getuygen niets wisten van te verbleeken of te bloozen; daar 
wanneer men die stof beschilderde, gelijk als men een Tafereel doet, dan vermeng- 
de het vuur alle die koleuren onder malkanderen, gelijk als in een Chaos; daar men 
in tegendeel door eene koleur alle die droogeryen die er waaren opgelegt kon doen 

157 rypen, en koleuren voortbrengen door de hitte | des vuurs. Voegt er noch by, zegt onze 
Zegsman, dat die stoffen veel sterker verbleeven na als voor het kooken. Het schijnt ons 
toe, dat de kinderlievende Minnens en Keykenmeyden het kooken en beschilderen 
der veelkleurige Paaseyers hebben ontleent van die Egyptische Stofkookers, en met die 
enkelde aanmerking zullen wy ons vergenoegen. 


Beeldhouwwerken van klei 
Nu lust het ons om de konst van leeme of kleye Beelden te maaken te verhande- 
len, bekent by de benaaming van Boetseeren; een uytvinding die de Moeder van de 
Schilderkonst, van de Beeldhouwing, en van alle de konsten dewelke de navolging be- 


oogen, mag genoemt worden. 
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with different pigments, applying it to a wooden board or a smaller piece of wood. 
Doing this, they followed the sketch that had been drawn in advance or incised with a 
piece of red-hot iron. Applying the second method, they engraved the outlines and the 
general layout of their subject in ivory with a sharp and hot iron tool and then applied 
colours for the darker parts, leaving the ivory uncovered for the lighter parts. Finally 
they completed or finished everything | with fire as they used to do with wood. Fora 156 
long time, these two methods were the only ones to be applied, until at last people 
began to paint boats and ships in a simpler way. For this purpose, each pigment was 
mixed with melted wax in a ceramic fire-pan or pot and then these paints were applied 
to the wood with a brush, in the usual way of painting. This method was excellent for 
ships, since the paint layer was durable, withstanding the heat of the sun, the waves of 
the sea, and the winds.?52 

Pliny also writes about a certain way of dying woven materials, which method is so 
ludicrous that withholding it from our readers would burden our conscience.”°? After 
having washed and bleached these Egyptian fabrics thoroughly, Pliny says, they drew 
the subject or the composition on the material, not with pigments but with drysalter- 
ies that would bring out the drawing quickly with the help of fire. One couldn't see 
anything when the drawing was made on the material this way, but then they put it in a 
kettle of boiling water with the pigments or colouring substances. Not much later, they 
took the material out again, completely dyed to plan. A miracle on top of a miracle, 
Pliny exclaims, is the fact that these colours could not be washed out. They did not 
turn pale or blush in the least, no more than an Irish witness.2% If they applied the 
material as if they were painting a scene, however, the fire would mix all colours in a 
chaotic way. But with a single pigment they could cause the ripening of all drysalteries 
that were applied to the material, thus creating colours through the heat of the fire. | 157 
Our spokesman adds that the materials became much stronger after the boiling. We 
believe that the child loving wet nurses and kitchen maids imitate these Egyptian boil- 
ers of materials when they decorate multicoloured Easter eggs. We will limit ourselves 
to this one remark. 


Sculpture in Clay 
Now we want to discuss the art of making sculptures of loam or clay, commonly called 
modelling, an invention that rightly can be called the mother of the art of painting, of 
sculpture and of all arts aiming at imitation. 


252 Pliny 149 does not state that encaustic paint was applied to ships only after it had been 
in use in the arts already for some time. DD 125-126 seems to have misinterpreted Pliny 
here. 

253 Evidently, Pliny did not know what he was talking about. 

254 Very strict laws against perjury were issued in Ireland in 1586 and 1729. 
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Dibutades van Sicyone, een slecht Pottebakker, was den eerste die verzon om de 
menschelijke gestalte uyt te drukken in potaarde. Men zegt dat die zaak voorviel te 
Korinthen, en dat zijne Dochter de geboorte gaf aan die uytvinding. Dat Meysje was 
verlieft op een jong Kaerel, en dewyl die knaap in ’t kort een lange reys stont te doen, 
nam zy voor om deszelfs uyterlijke trekken te bewaaren, dewelke zy getrouwlijk met 
een stuk houtskool afschetste tegens de muur door de hulp van een lamp, die deszelfs 
schaduw aantoonde. Daar hebje den oorsprong van dien beruchten Omtrek, die altoos 
is gegroet geweest als den Vader van de Boetseerkonst, van de Schilderkonst, en van 
de Beeldhouwing, en in ’t gemeen van alle de Konsten van de gelijkenis afhankelijk. 
Dibutades t huys komende, vond die tekening zo nieuw en ongemeen, dat hy voornam 
om er iets van te maaken. Hy nam dan potaarde, spreyde die naauwkeuriglijk op den 
omtrek van het Voorwerp, en maakte er dus een soort van model van, dat hy liet bak- 
ken beneffens zijn leeme potten en pannen. Plinius zegt, dat er wiert gezegt, dat die 

158 _ aldereerste proef van de Boetseerkonst bewaart wiert te | Korinthen in den Tempel der 
Nymfen, tot dat L. Mummius Korinthen verwoeste, en onder een oneyndig getal van 
andere zaaken, dat kostelijk overblyfsel ruineerde. 

Andere Schryvers beweeren dat die Konst van leeme Beelden te maaken uytgevon- 
den is te Samos, by Rhecus, en by Theodorus zijn zoon, waar van wy reeds hebben 
gesprooken, welke beyden Vader en Zoon in den beginne in potaarde gemodelt heb- 
bende, ten minsten den laatste, groote Beeldhouwers zijn geworden; en dat lang voor 
de uytdryving der Bacchiaden uyt Korinthen, gemeenlijk geplaatst in de twee en der- 
tigste Olympiade. Zy voegen er by om de zaak een schijn van waarheyt te geeven, dat 
Demaratus, eenige jaaren daar na, die stad zijn Vaderlant verlaaten hebbende, zich na 
Toskanen begaf, met zak en pak, vergezelschapt met twee Beeldhouwers in potaar- 
de Euchir en Eugrammus, en dat die nieuwe konst met hun overstak in Italien. Nu 
weet een iegelijk dat die Demaratus, een koopman van deux aas en een vlugteling, 
den Vader was van Tarquinius Priscus, een der laatste Italiaansche Koningen. Alles nu 
dat die laatste Schryvers toeschryven aan Dibutades, is de uytvinding om de modellen 
van potaarde te koloreeren met roodaarde, of liever om die te modellen met roode 
aarde, als zo veels te naader komende aan het natuurlijk. Noch akkordeeren die zelve 
Schryvers, dat Dibutades den eerste geweest is, die dat soort van beelden plaatste op 
de uyterste hoeken der daaken en op de gevels der huyzen; dat hy zelfs die beelden in 
den beginne noemde, eerste Modellen; dat hy in het vervolg, Vormen maakte op die 
eerste oorspronkelijke beelden, om er zo veele kopeyen van te konnen maaken als hem 
luste of om benoodigt was; en dat kortom die werken zo aangemoedigt en goedgekeurt 

159 | wierden by de gantsche Weerelt, dat men ze over al plaatste ja ook op de Tempelen, 
op dewelke men niets stelde in den beginne. Zie daar waarde Leezer, op wat wijze 
die konst wiert gebooren, en allengskens tot een meerder volmaaktheyt geraakte, aan 
dewelke men den naam gaf van de Boetseerkonst, en aan de Meesters den tytel van 
Boetseerders, dat is, zo veel te zeggen, als Vormers. 
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Butades from Sicyon, an common potter, was the first who had the idea of render- 
ing the human figure in potters’ clay. Reportedly, this event occurred in Corinth, his 
daughter giving birth to this invention. This girl was in love with a young fellow and 
because he was about to leave for a long voyage, she wanted to perpetuate his looks. 
She precisely drew his traits on the wall with a piece of charcoal, using a lamp project- 
ing his shadow. See here the origin of the famous silhouette that always was honoured 
as the father of modelling in clay, of the art of painting, and of sculpture—in general 
of all arts depending on likeness. When Butades came back home, the drawing struck 
him as being so novel and uncommon that he planned to use it for something. He took 
some potters’ clay, and distributed it precisely over the contour of his subject, thus cre- 
ating a kind of model that he had fired, together with his clay pots and pans. Pliny says 
that this very first example of modelling in clay | was kept in Corinth in the temple of 158 
the Nymphs, until the day when L. Mummius destroyed Corinth, ruining this precious 
memorial together with innumerable other objects. 

Other authors state that the art of making clay statues was invented in Samos, by 
Rhecus and his son Theodorus of whom we spoke before.75> Having initially modelled 
in potters’ clay, both father and son became great sculptors, at least the last-mentioned. 
This happened long before the Bacchiads were expelled from Corinth, an event com- 
monly dated in the thirty-second Olympiad. To lend some plausibility to this story, 
they add that some years later Demaratus, having left his native town, migrated to 
Tuscany with all his belongings. He went there in the company of two modellers in 
clay called Euchir and Eugrammus,?°® the newly invented art travelling with them to 
Italy. It is commonly known that this Demaratus, a penniless merchant and a fugitive,257 
was the father of Tarquinius Priscus, one of the last kings of Italy.258 All the authors I 
mentioned ascribe to Dibutades is the invention of colouring models of potters’ clay 
with red earth, or rather of modelling them in red earth, which created a greater simi- 
larity with reality. These authors agree that Dibutades was the first to put this kind 
of statues on the outer comers of the roofs and facades of houses,”59 stating that he 
himself initially called these statues preliminary models, and that eventually he made 
moulds of these first and original statues for the production of as many copies as he 
wanted or needed to have. In short, the whole world applauded and approved of these 
works of art so much, | that they were placed everywhere, even on temples where ini- 159 
tially they did not put anything. Dear reader, this is how this art was born and gradu- 
ally reached a greater perfection. It was given the name of the art of modelling and its 
masters were called modellers, in other words they were formers. 


255 See above, JCW 1:68, 152. 

256 Pliny 152 also mentions the name of Diopus. 

257 JCW: lieden van deus aas, have-nots, people of no importance. 

258 DD 128. 

259 Pliny151: masks on the outer edges of gutter-tiles upon the roofs of buildings. 
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In de beginne en noch lang daar na, vergenoegde zich de Meesters met verwardelijk 
de menschelijke gestaltens te modellen; doch in het vervolg leyden zy toe om te doen 
gelijken, en zy bereykten dat oogwit. Lysistratus van Sicyone, den broeder van Lysippus 
den Beeldhouwer, was den eerste die zulks ondernam, en ook gelukte. Want na eerst 
te hebben gemodelt met potaarde, modelde hy vervolgens met pleyster, en vervoegde 
zich aanstonds om weergalooze schoone borstbeelden uyt wasch te maaken. Om dat 
nu te doen gelukken, begon hy met het toestellen van een pleystervorm, dewelke hy 
opvulde met wel toebereyde witte wasch, waar na hy zijn voorgenomen werk zo veel 
te beter opmaakte, dewijl men het wasch maklijk kan verhelpen. Aldus gekomen zijn- 
de tot het maaken van zeer schoone beelden, waar op die Eeuw voornaamelijk was 
gezet, vond hy niet veel moeite om die natuurlijk te doen gelijken: hy behoefde maar 
alleenlijk zijn voorwerp te modellen, en vervolgens zijn konterfytsel te retoucheeren 
met zijn gereedschappen, in het byzijn van het oorspronkelijk, tot dat alles was opge- 
maakt. En daar langs heeft hy zijn oogwit bereykt, en zijn navolgers hebben het zelve 
gedaan. Hy heeft alleenlijk de glorie gehad van het ys te hebben gebrooken. Want voor 
zijn tijd vercierden de Beeldhouwers reeds de Tempelen, de Huyzen en de Hoven, 

160 met | schoone figuuren; doch zy wisten noch van geen persoonen te konterfyten. De 
Schilderkonst en de Beeldhouwing gaaven mogelijk daar van het voorbeelt aan haare 
Moeder, de Boetseerkonst, en op die wijze begonnen zy ’t zamen te loopen, schoon 
verschilliglyk, in dezelve loopbaan. De uytvinding der Vormen om pleysterbeelden te 
gieten was de Oudheyt ook verschuldigt aan Lysistratus, met welke Vormen hy hergaf 
of herbrocht, om zo te spreeken, de alderschoonste beelden. Kortom dat alles bevont 
men zo maklijk en zo aangenaam te zijn, dat er geen werk van Beeldhouwing op het 
getouw wiert gezet, voor dat het eerst gemodelt was in potaarde. Waar uyt het blykt dat 
de Boetseerkonst ouder is als de Beeldgietery. 

De beruchtste Boetseerders waaren Damophilus en Gorgasius, beyde Schilders en 
Tijdgenooten. Die beyde Mannen hebben in Kompagnie gearbeyt aan de Schilderyen, 
en aan de uyt potaarde geboetseerde Beelden, in den Tempel van Cerês, vlak voor de 
groote Renbaan, alwaar men het werk van den eenen kon onderscheyden van den 
ander, door een Opschrift van Grieksche vaerzen, in den ingang des Tempels, zijnde 
de rechter zy geschildert en gemodelt door Damophilus, en de linker zy by Gorgasius. 
Voor dat dien Tempel wiert gesticht besloegen niet als gegootene beelden die heylige 
plaatsen, een Toskaans werk, droog en hart. Waarlijk die plaats van Plinius is een heer- 
lijke getuygenis voor die van Toskanen, die ten allen tijden de vrye Konsten hebben be- 
mint en aangekweekt, en als noch blyven volharden in die adelijke gevoelens. Varro die 
ons die byzonderheyt verhaalt, voegt er by dat toen men dien Tempel herbouwde, de 
Konstbeminnaars om strijd stukken en brokken verzaamelden van die twee Schilders, 
om die in lysten te zetten, en die te bewaaren als zo veele kostelijke Overblyfselen van 

161 | die wakkere Meesters, en aangaande de leeme beelden, die op den top van dat 
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From the very beginning and long after, the masters were satisfied with modelling 
human figures in an unshapely way, but later they successfully aimed at creating a 
true likeness. Lysistratus from Sicyon, brother of the sculptor Lysippus, was the first 
to try this and who did so successfully. At first he modelled in potters’ clay, but later 
he worked in plaster and not much later he was ready to make unbelievably beauti- 
ful busts of wax. To secure a better result, he started with the preparation of a plaster 
mould that he filled with white wax. Thus he could much better finalize the work he 
planned to make, because wax can be corrected easily. Once he succeeded in mak- 
ing very beautiful sculptures, that were very popular in that period, he had not much 
trouble anymore to give them a natural likeness. He just had to model his subject, then 
retouching his portrait with his tools, in the presence of the original until the finish- 
ing touch had been made.”© This was how he reached his goal and his successors did 
the same. His merit has been to make a new beginning, but before his time sculptors 
already decorated temples, houses and gardens with beautiful human figures, | not 160 
yet knowing, however, how to portray people. The arts of painting and sculpture may 
have given the example of making portraits to their mother, the art of modelling, and 
so they started out on the same track, notwithstanding their differences. Antiquity 
had to thank Lysistratus also for the invention of moulds for casting plaster statues. 
With these moulds he remade or recreated the most beautiful statues, so to speak. To 
be brief, this turned out to be so easy and so agreeable, that work on a sculpture was 
never begun before it had been modelled in potters’ clay. This proves that modelling in 
clay is older than casting statues. 

The most famous modellers were the contemporaries Damophilus and Gorgasus, 
who both were painters also. These two men cooperated on the paintings and the stat- 
ues modelled in clay, made for the temple of Ceres, close to the great racing-ground. 
The work of the one could be distinguished from that of the other artist with the help 
of a poem in Greek verses in the entrance of the temple, indicating that the right side 
had been painted by Damophilus and the left side by Gorgasus. Before this temple 
was founded, the only statues one saw in such sacred places, were cast statues, Tuscan 
products in a dry and hard manner. This passage from Pliny’s book is truely a glorious 
testimony in favour of the Tuscans, who always loved and stimulated the liberal arts, 
and who still keep up this noble attitude. Varro, who informs us about these matters, 
adds that art lovers competed in picking up the broken fragments of these two paint- 
ings when this temple was rebuilt. They wanted to frame and keep them as precious 
remnants of the work of these meritorious masters; | the clay statues, that had been 161 


260 Jcw: the artist had to retouch his portrait in het byzijn van het oorspronkelijk (in the origi- 
nal’s presence). Since a portrait is ‘a mere copy’ of an aspect of reality, the word oorspron- 
kelijk is used for the sitter, as well as for a painting that is being copied. 
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gebouw stonden, die wierden desgelijks onder de byzondere Liefhebbers verspreyt, 
gelyk als de schilderyen. 

Ook spreekt men van een zekere Calcosthenes, een Athéner, en berucht Boetseerder, 
en een goed Beeldhouwer, die zeer lang heeft gearbeyt in een gedeelte van zyn stad, 
genaamt Ceramicos, na dat hy een begin had gemaakt om te modellen in wasch. Want 
in de beginne modelde hy alleenlijk in aarde, en in ruuwe aarde, dat is te zeggen, dat 
hy zich vergenoegde met zijn werken te laaten harden in de opene lucht, zonder die te 
stellen voor het vuur, of die te laaten bakken in den oven. 

Varro voegt er noch by in zijn Traktaat over de vrye Konsten, dat hy te Romen was 
bekent geweest met eenen Posis, een Griek van geboorte, die een byzonder talent 
bezat in het maaken van Schaalen met vruchten, en die onder andere de appelen en 
de druyven zo natuurlijk wist te vormen en te koloreeren, dat men ze niet kon onder- 
scheyden uyt de waare vruchten, als door den tast en de smaak, en dat alles zonder 
twyfel boetseerde of goot hy uyt wasch en uyt koleuren. 

Maar die Varro verheft by uytneemendheyt eenen zekeren Arcesilaus, een groot 
vriend van Lucullus, en zo bekwaam in zijn beroep, dat zijn modellen vry duurder 
wierden verkocht, als de opgemaakte werken van andere Meesters, alhoewel het 
meesten tijds Pleystergieters waaren die ze kochten. De Moeder Venus, die weleer op 
de markt van Julius Cesar stont, was van zijn maaksel; en indien dit beeld niet opge- 

162 maakt was in alle deelen, zulks kwam door dien den Diktateur, die zich haaste om de | 
Opdragt te pennen, den Konstenaar geen tijd gaf om er de laatste streek aan te geeven. 
Arcesilaus was noch geakkordeert met Lucullus, om hem een beeld te maaken verbeel- 
dende de Gelukzâligheyt, voor een somme van vyftien duyzent Ryksdaalders; waarlijk 
een ongemeene zwaare prijs voor een leeme beeld; doch de dood stak een speek in 
het leevenswiel van den Konstenaar en van den Kooper, op eene tijd, waar door Italien 
wiert ontzet van dat potaarde Wonder. Den Schryver voegt er by dat hy op een tijd 
eens vyftien hondert drie guldens stukken ontfing voor het model in pleyster van een 
groote Kroes, die Octavius, een Romeyns Ridder, had aanbestelt by eenen Goudsmit. 
Uyt dat eene staaltje kan men oordeelen van de keurigheyt, van het fatsoen en van de 
cieraaden. 

Ten laatsten voegt er die Varro noch by tot een toemaat, dat het Pleystergieten en 
het Boetseeren ’t zedert een geruyme tyd wiert geoefent in Italien, en byzonderlijk in 
het gebied van Toskanen, alwaar Demaratus zijn optrek had genomen, en dat onder 
andere die van (a) Fregelles zich deeden onderscheyden van andere Pleystergieters; dat 
den ouden Tarquyn, Turrianus opontbood uyt die plaats, een bekwaam Pleystergieter 
of boetseerder, om te Romen het beeld van Jupiter te maaken, gedestineert voor het 
Kapitool; dat die figuur in der daad voor eerst maar wiert gevormt uyt potaarde; en om 
die zelve reden blinkende gemaakt in de gemeene Feesten; dat zijn Wagen met vier 
paerden, op het dak des Tempels, bestont uyt die zelve stoffe; dat dien zelve Konstenaar 
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standing on top of the building, were also dispersed among individual lovers of art, just 
as happened to the paintings. 

Mention is also made of acertain Calcosthenes from Athens, a famous modeller and 
a good sculptor, who for a long time worked in a quarter of his city called Ceramicos 
where he started to use wax for his models. Initially he used clay only, to wit unfired 
clay, limiting himself, in other words, to letting his works harden in the open air with- 
out exposing them to the fire or having them fired in an kiln. 

In his treatise on the liberal arts Varro adds that, when living in Rome, he knew a 
certain Possis, a born Greek, who had a great talent for making dishes with fruit in 
which, for instance, he modelled and coloured apples and grapes so naturally, that 
they only could be distinguished from real fruits by their taste and touch He undoubt- 
edly modelled or cast all this in coloured wax. 

But this Varro especially acclaims a certain Arcesilaus, a close friend of Lucullus, 
who was so well versed in his profession that his models were sold for considerably 
higher prices than the finished works of other masters, although the buyers mostly 
were casters of plaster sculptures. The mother Venus that once stood on Julius Caesar’s 
market was created by him and the fact that it was not completely finished into the 
last detail was due to this dictator, who could not wait | to write the commission, not 162 
leaving the artist time to add the finishing touch. Arcesilaus was also contracted by 
Lucullus to make a statue of Felicity for the sum of fifteen thousand rijksdaalders.? 
This was indeed a very heavy price for a clay statue, but Death threw a spanner in the 
works, ending the lives of the artist and his patron at the same time, thus bereaving 
Italy from this clay miracle. The author adds that the artist once received fifteen hun- 
dred coins of three guilders for a plaster model for a great stoup, commissioned from a 
goldsmith by Octavius, a Roman knight.262 This example suffices to give an impression 
of the refinement, the modelling and the ornamentation.? 

Varro ends by throwing in the information that the casting of plaster and the 
art of modelling had been practiced in Italy already for quite some time, especially 
in Tuscany where Demaratus had settled. According to Varro, the inhabitants of 
(a) Fregelles, among others, distinguished themselves from other casters of plaster. He 
also says that Tarquinius senior sent for Turrianus, a capable caster or modeller from 
that town, commissioning him to make the statue of Jupiter destined for the Roman 
Capitol. Indeed this figure was made provisionally from potters’ clay, and therefore 
it was given a shine during public festivities; Jupiter's four horse chariot on the roof 
of the temple was made from the same material. Varro also tells us that the same 


261 A rijksdaalder, a large silver coin, had a value of some 50 stivers. 
262 DD 131. 
263 Pliny156 and DD 131 mention a Pasiteles, who was omitted by Jcw. 
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Turrianus, ook eenen Herkules had gemaakt, die den naam behielt van die stoffe waar 
uyt hy was gevormt. dewyl hy gemeenlijk wiert 


(a) Een oude plaats in het Latyns gebied; thans genaamt Ceperano. 


163 | gedoopt Herkules Fictilis, dat is, Herkules uyt gebakke aarde, om hem van alle de 
andere te onderscheyden. Alle die byzonderhêden, dewelke ons dien geleerden 
Man verhaalt, zegt Plinius, geeven ons een groot denkbeelt van de oude Romeynen. 
Want die leeme Goden waaren waarlijk de blinkentste Beelden van de Goden onzer 
Voorvaderen, roept hy uyt, en wy behooren niet schaamroot te worden tot Voorouders 
gehad te hebben, zulke wijze en scherpzinnige persoonen, die de Goden hebben ge- 
viert met eene beminnelijke eenvoudigheyt! En aangaande het Goud en het Zilver, zy 
verkwisten dat zelfs niet op de Godhêden van den eersten rang: voorziende dat een 
diergelijke pracht niet als kwaade gevolgen kon hebben. 

En men moet zich niet verbeelden dat die soorten van beelden min duurden, om 
dat ze waaren gemaakt uyt aarde. Daar zijn er van dat geslacht geweest, die alle de 
buyen des tijds en der saisoenen hebben verduurt, zonder merkelijk beschadigt te 
worden; daar was er een goed getal op de Tempelen, en op de Paleyzen te Romen en 
elders; daar waaren er op het Land en in de vrye steden; en by na alle cierlijk, heerlijk, 
en naauwkeuriglijk geteykent; zo vast door de konst dier geener die ze hadden bear- 
beyt, als door de bondigheyt die zy hadden ontleent van de tijd, ja veel gaaver als de 
hedensdaagsche oude goude Goden, ten minsten oneyndiglijk min schuldig. Want be- 
halve dat die aarde Goden geen begeerte verwekken in de zielen der menschen, door 
de stoffe, kan men die ook niet beschouwen als de vrucht van onze afknêvelingen en 
rooveryen, maar veel eer als de vrucht van de spaarzaamheyt en van de naarstigheyt 
der Voorvaderen. 


Ceramiek 
164 Ook moet dat zo weezen (zegt Plinius, die zeer | gestelt was op potaarde Goden) 
dewijl noch in onze Eeuw, die overvloeit van schatten en van rykdommen, wy geene 
goude of zilvere vaten gebruyken, in onze heylige plegtighêden, wy drinken uyt 
geen Kristal, of uyt blinkende Partische schaalen, maar alleenlijk uyt aarde kelken 
of bekers, volgens de lieflijke eenvoudigheyt onzer Voorouderen. En daar in konnen 
wy ons niet genoeg verwonderen, over de goedaardigheyt en over de Milddaadigheyt 
onzer algemeene Moeder, indien wy alle haare geschenken naauwkeuriglijk willen 
overweegen en waarderen. Want zonder alhier te spreeken van haar peulvruchten, 
haare wortelen en haare graanen, dewelke zo een overgroot getal uytmaaken, of van 
de onderscheyde soorten van vruchten, vochten, kruyden, planten, geneesmiddelen, 
metaalen en bergstoffen, dewelke zy zo milddaadiglijk aan ons wegschenkt, zien wy 
haare goedaardigheyt, in alle die vaten en gereedschappen, dewelke zy ons leend in 
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Turrianus also made a Hercules, bearing the name of the material from which it had 
been modelled and therefore it was commonly known 


(a) An old town in Latium, presently called Ceperano. 


| as Hercules Fictilis, that is Hercules made from fired clay, a name distinguishing him 163 
from all other statues. All details told by this learned man, Pliny says, give us an impres- 
sive idea of the ancient Romans. Truly, these clay gods were the most shiny statues of 
our ancestors, he exclaims, and we shouldn't be ashamed of having such wise and in- 
telligent people as our forebears, who celebrated the gods with a charming simplicity. 
Speaking of gold and silver: they didn’t even squander it on gods of the highest rank, 
expecting nefarious effects only from such splendour. 

One should not think that this kind of statues was less durable for being made of 
clay. Some specimens of this category endured all storms of time and seasonal change 
without incurring notable damage. Many of these were standing on temples and pal- 
aces in Rome and elsewhere, in the countryside and in the free cities. Nearly all of 
them were elegant, glorious and designed with precision. They were strong, thanks to 
the craftsmanship of those who produced them and also through the terseness of their 
forms that were in accordance with that period. Indeed, their condition was far better 
than that of the old golden gods we have presently, and certainly they are less guilty. 
Not only did the material of these earthen gods excite no desire in human souls, but 
they cannot be considered as the harvest of our extortion and robbery either, rather 
being the fruit of the thrift and diligence of our forebears. 


Ceramics 
Pliny, who held a high opinion of these gods of potters’ clay, says that this must be 
true, | since in our time, abounding with treasures and opulence, we still don't use 164 
golden or silver vessels in our sacred ceremonies and we don't drink from crystal or 
shiny Parthian dishes, but only from earthenware, in accordance with the charming 
simplicity of our ancestors. Thus we cannot overestimate the amazing gentleness and 
generosity of our common mother Earth, considering all her gifts intently and with 
due gratitude. Apart from her peas and beans, her carrots and cereals, which are boun- 
teous, and the different species of fruits, juices, herbs, plants, medicaments, metals 
and ores she liberally presents us with so mildly, we recognise her kindness from all 
the vessels and utensils she bestows on us when we need them. There are, for example, 
jugs and pots of varying sizes for storing our wines and oils. There are glass tubes, dif- 
fering widely in shape and in use, some being long and others wide for leading water 
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onze behoeftigheden; gelijk als die kruyken en die potten van allerley groote, om onze 
wynen en olien te bewaaren; die glaase Buyzen zo onderscheyden in haare gestaltens, 
als verscheelende in het gebruyk; de sommige lang de andere breet, om het water te 
leyden in onze Badstooven, of in onze Waterbakken, eenige rond en doorboort aan het 
end, op de wijze van Prammen, om de hitte of om de versche lucht uyt te waassemen; 
die Tegelsteenen van onderscheyde gedaantens, groote en kleyne, lange en vierkantte, 
om onze muuren op te trekken, om onze grondvesten te ondersteunen, of om onze 
hoeken te vercieren; zonder te spreeken van alle die potten en pannen, die met de hand, 
met het rad, of met de vorm gemaakt worden: alle wonderbaarlijke gerijflijkheden, en 
geput, om zo te spreeken, uyt haaren boezem; dewelke den wyzen en vroomen Numa 

165 aanmoedigd om | een zevende Kollegie, of Ambachtsgilde op te rechten onder ons, ik 
oog op de Werkluyden in aarde vaten, anders gedoopt de Pottenbakkers. En dat Gild 
was zonder twyfel het minste niet in getal van van de Ambachtsluyden. Want indien 
men zich van die gebakke aarde bediende in alle de leevens noodzaakelijkheden, de 
groote mannen gebruykten die noch na hun overlyden, gelijk als den geleerden Varro 
zelve, en veele andere, dewelke in die aarde bakken begeerden begraaven te worden, 
met myrtusloof, met olyf en met zwarte populierblaaden, op de wijze van Pythagoras 
en van zijn Leerlingen. 

Voegt er noch by, dat de meeste menschen, die hedensdaags de oppervlakte des 
Aardrijks bewoonen, zich van die zelve gereedschappen tot allerley gebruyk bedie- 
nen. De Pottenbakkery van Samos wort zeer geacht voor de gerechten. De bewoon- 
ders van Arezzo in ons Italien, zijn niet weynig hovaardig over hunnen aarde vaaten. 
De Sorentyners, de Asthiers en de Pollentyners gebruyken die gestadiglijk, is het niet 
voor de spijs, ten minsten voor den drank. Sagunte in Spanje, en Pergamum in Asien, 
gebruyken die desgelijks. Die van Thralles en van Modena stellen geen zwaarigheyt 
in er uyt te eeten en te drinken: want op die voet veradelen en verrijken zich waarlijk 
die Volken. Niet vergenoegt van er zelve het eerste gebruyk van te hebben, gaan zy 
er mee koopmanschappen, en hoe bros die koopmanschap ook is, echter vervoeren 
zy die over zee en land, in verscheyde gewesten, met het merk des Werkmans en der 
plaatze, daar dat is gemaakt; waar door de Winkels en de Ovens van die Konstenaaren 
vermaart worden over de geheele Aarde. 

Noch vertoont men hedensdaags te Erythree, twee groote Kruyken dewelke aldaar 

166 zijn geheyligt, om haare | zeldzaamheyt, dewijl zy met alle haare groote uyt der maate 
dun zijn; den Baas met zijn Leerling, beyde Pottenbakkers, hadden daar aan gearbeyt 
om strijd, wie dat het dunste vat zou maaken, volgens de voorgeschreeve groote. Men 
weet niet wie won of wie verloor, maar de twee Kruyken zijn noch in weezen, en alhoe- 
wel die maar uyt aarde waaren toegestelt, echter vonden de Erytrhreers die zo schoon, 
dat zy ze waardig oordeelden te zijn om geheyligt te worden in hunnen heerlijksten 
Tempel. Ik vergeet noch te zeggen, dat het Aardenwerk van het Eylant van Co (thans 
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to our public baths or our cisterns, of which some are round and perforated at the end 
like female breasts to spread the heat or the fresh air.?64 There are bricks of varying 
shapes, big and small, oblong and square, for putting up our walls, for supporting our 
foundations or for decorating the corners of our buildings. Nor may we ignore all these 
pots and pans that are made by hand, on the potter's wheel or in a mould, all these 
admirable commodities taken, as it were, right from Earth’s bosom. This inspired the 
wise and pious Numa | to found a seventh corporation or guild, to wit the Workers in 165 
earthenware, alias the potters. This guild certainly did not have the lowest number of 
craftsmen. Apart from the use of ceramics for all these daily necessities, great men as 
the learned Varro himself and many others used fired clay even after their death. They 
wanted to be buried in clay boxes, surrounded with foliage of myrtle and leaves of olive 
and black poplar as Pythagoras and his disciples used to do. 

It should be added that most people, living on the surface of the earth presently, 
are using the same utensils for all kinds of purposes. Ceramics from Samos are valued 
highly for comestibles. The citizens of Arezzo in Italy are very proud of their ceramic 
vessels.265 The people from Surrentum, Asta, and Pollentia use their ware always, cer- 
tainly for beverages if not for food. Sagunto in Spain and Pergamum in Asia use it from 
day to day.?6 The people from Tralles and Mutina have no objection against eating 
and drinking from it because, doing so, these peoples enhance their status and wealth. 
They do not limit themselves to its firsthand use but they trade it, transporting it over 
sea and land to a number of regions, however fragile their merchandise may be. It 
bears the hall-mark of its maker and its place of origin, which spreads the fame of their 
studios and kilns over the whole world. 

Two large jugs are exhibited in Eritrea until the present day; they were consecrated 
there for their singularity,?®’ | both being extremely thin in comparison to their size. 166 
The master and his pupil, both being potters, competed with each other who could 
make the thinnest vessel of the required dimensions. It is unknown who won, who 
lost, but the two jugs survived until now. Notwithstanding the fact that they were made 
from nothing but clay, the Eritreans thought them so beautiful that they deemed them 
worthy of being consecrated in their most glorious temple. I forgot to say that the 


264 Pliny 158: pipes for conveying water, conduits for supplying baths. Pliny 158 (note): the exact 
meaning of mammatis is unknown. Jcw translates: doorboort aan het end, op de wijze 
van Prammen (perforated at the end as female breasts). The material glass is mentioned 
neither in Pliny nor in DD 133. 

265 Pliny 160: Arretium. 

266 Pliny 160: for their cups, and for those only, the manufactories of Surrentum … are greatly 
esteemed. 

267 DD 134 (note): dans l'ancienne Ionie, proche de Clazomene, dans lAs. Min.: aujourdhui 
ruinée. 
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genaamt Lango) het hoogste wort geschat, of schoon dat van Adria, in ons Italien, dat 
overtreft in duurzaamheyt en in sterkte. 

Dewijl ons de Boetseerkonst ongevoeliglijk heeft gebrogt tot deeze stoffe, (gaat 
Plinius voort) zal ik noch aanmerken, dat er eenige voorbeelden van gestrenheyt by 
ons zijn geweest by deeze gelegendheyt. Ik vind in onze Gedenkschriften, dat eenen 
zekeren Q. Coponius wiert veroordeelt in een geldboete, als overtuygt van kuypery, 
dewijl hy de stem eens Medeborgers had gekocht, door het geschenk van een aarde 
Kruyk: zo teder waare onze Voorouders op dat punt. Ik zal vervolgens noch aanmerken 
dat de overdaad zelve is ingesloopen in die aarde vaaten, door eenen ongemeene weg 
waar voor men zich niet kon hoeden. Eertijds noemden de Ouden een Avondmaal 
van drie schotelen Tripatinum, en dat Avondmaal wiert onder de heerlijkste geschat. 
In een van die schotelen ley een Lamprey, in de tweede een Snoek, en in de derde een 
Barbeel; en echter waaren die soorten van Avondmaal veroordeelt by de wetten, als 
al te prachtig, toen zelve onze zeeden begonnen te vervallen, noch spaarzamer, als 

167 die der Grieksche Wysgeeren, wier maatigheyt en gestrengheyt zo | buytenspooriglijk 
zijn opgebazuynt geworden. By voorbeelt ik vind op de verkooping van de goederen 
van Aristoteles, aangestelt by zijn Erfgenaamen, eenen artykel van zeventig schotelen; 
en dat komt my voor als al iets byzonders, voor een Filosoof, en vry verwydert van de 
eenvoudigheyt onzer Vaderen. Ook geloof ik dat mijn Leezers niet zonder verbolgen- 
heyt zullen konnen leezen, wanneer ik zeg, dat een eenige schotel van Esopus, niet den 
Grieksche Fabeldichter, maar een Romeynsch Tonneelspeelder, die zo heerlijk onder 
ons heeft gebralt in de Treurrollen, verkocht is geworden voor twee duyzent vyf hon- 
dert Ryksdaalders? En wat zullen die zelve Leezers zeggen van Vitellius, die zo een 
monstreuse schotel liet maaken, dat men deszelfs onkosten schatte op vyf en zeventig 
duyzent guldens? De grootste zwaarigheyt was een plaats uyt te vinden om die schotel 
te bakken; want daar was in gants Romen geen oven van dien omtrek; daar moest er 
dan een gebouwt worden buyten de stad, en om dat te doen, moest men veele huyzen 
en erven van byzondere persoonen onder de voet gooyen, en bederven: het gevolg van 
de Dartelheyt, dewelke door het beschadigen van het gemeen, doorgaans de gemeen- 
ste en eenvoudigste zaaken in prijs doet steygeren. Want wat is er gemeender als de 
Aarde? en die Aarde is echter by ons leeven tot een hooger prijs opgesteegen als het 
Partisch Aardewerk. Het was ten opzichte van die vreeslyke schotel dat den Consul 
Mucianus, toen hy voor de tweede maal dat Overheyds ampt bekleede, niet vergat van 
te verwijten aan het geheugen van Vitellius in een algemeen beklag, de uytgestrekte 
Moerassen, dat is te zeggen de groote landstreeken, die hy had opgeoffert aan zijn keel. 
Volgens mijn oordeel, een noch schandelijker verwijt als dat van den Redenkonstenaar 

168 Cassius Severus aan | Asprenatus, toen hy hem verweet in zijn aangezicht, dat hy hon- 


dert en dartig van zijn Gasten had vermoort, door vergif. 
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ceramics from the island of Cos (presently called Lango) are valued highest, although 
the ware from Adria in Italy surpasses it in durability and strength. 

Since the art of modelling imperceptibly led us on to the present subject, Pliny con- 
tinues, I want to notice that, in this respect, we used to have some examples of strict- 
ness. I learn from our annals that a certain Q. Coponius was sentenced to a fine, the 
judgement being bribery, because he bought the vote of a fellow-citizen with a ceramic 
jug.268 This shows the strictness of our forebears in these matters. Furthermore, I want 
to notice that luxury even infected the earthenware vessels in an unusual way, against 
which our ancestors were defenceless. Formerly, the ancients used to call a supper of 
three courses tripatinum, which was considered one of the most exquisite meals. In 
one of the dishes was a lamprey, in the second a pike, and in the third one a barbel,269 
but this kind of supper was prohibited by law as being too sumptuous. This happened 
when our customs and manners, once even more frugal than those of the Greek phi- 
losophers, | whose moderation and thriftiness were trumpeted forth so immoderately, 167 
began to decline. In the auction of Aristoteles’ belongings, for instance, organised by 
his heirs, I find a lot of seventy dishes. I believe this is quite exceptional for a philoso- 
pher and contrasting rather strongly with the simplicity of our ancestors. When I tell 
my readers that a single dish from Aesop, not the Greek fabulist but a Roman actor 
who declaimed his tragic roles so gloriously in our presence, was sold for two thousand 
and five hundred rijksdaalders, I believe they will be indignant. And what will my read- 
ers say about Vitellius who had a dish made, so monstrously big that its costs were es- 
timated at seventy-five thousand guilders? The biggest problem was finding a place for 
firing this dish, because there was no kiln of these dimensions in Rome. Therefore they 
had to construct a kiln outside the city and for this purpose many houses of private 
owners and their grounds had to be ruined and knocked down. These are the conse- 
quences of the frivolity forcing up the prices of the most common and simple objects 
at the expense of the public weal. What is more common than earth? But during our 
lifetime this earth reached a higher price than Parthian ceramics.?”° When Mucianus 
was consul for the second time, he referred to this horrible dish in a general lamenta- 
tion in which he attacked the posthumous reputation of Vitellius because of the vast 
marshes, the large tracks of land he had sacrificed to his throat. This reproach was 
even more infamous, I believe, than the blame put on Asprenatus | by the rhetorician 168 
Cassius Severus when he threw him in the face, that he had murdered a hundred and 
thirty of his guests with poison. 


268 Pliny 162: an amphora of wine. 
269 Pliny 162: It consisted of one dish of murene, one of lupi, and a third of a mixture of fish. 
270 Pliny 163: murrhine. DD 136: myrrhine, identified in a note as a kind of porcelain. 
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Kortom wy hebben noch twee Steden in Italien, Regium en Cuma, die vry vermaart 
zijn door het maaken van Aardewerk: wat de stad van Samos aangaat, die bezit een 
zeer grooten naam. Want men verzekert dat de Priesters van de Godes Cybele niet zo- 
danig worden toegestelt, als door het middel van de gebakken aarde, die zy zo scherp 
slypen als een Scheermes, en waar mee zy hun mannellijkheyt wegpoetsen rasibus; en 
ongelukkig die geenen, zo men zegt, die zich bedienen van een ander werktuyg in die 
pijnlijke Operatie; want dan is alles verbrust, en het leeven des Lyders loopt gevaar. 
Voor de rest is M. Celius mijn Zegsman, doe ons deeze byzonderheyt byzet voor een 
bekende waarheyt: en wat my belangt, ik ben van zins om hem daar in te gelooven, 
zonder daar van de proef te neemen op mijn zelve, of op eenige anderen. 

Aldaar eyndigt den vroome Plinius zijn Vertoog over het Aardewerk, een Vertoog 
waar mee een Orateur de ziel der Pottenbakkers zou steelen, die tot noch toe niet eens 
hebben gedroomt, dat zy lijnrecht afdaalen van de Romeynen, en dat zy des noots 
zijnde geen duymbreedte behoeven te wijken voor de Beeldhouwers, voor de Goud- 
noch voor de Zilversmeeden. Wat ons aangaat wy zullen ons tot geen party stellen te- 
gens de respektieve Pottenbakkers, gelijk als wy wel eer deeden in onze natuurkundige 
Ontleeding van Grillos leeme Kooten en Uylen- en Spreeuwennesten; wy zullen ons 
veel liever gedraagen als de Kastelijn en als de Kastelijnin van het vergult Zwijnshooft, 
die wanneer er een Heer en een Dame in dat Algiers komen logeeren, altoos onder- 

169 stellen | dat het paar getrouwt is, dewijl zy door dat vertrouwen een paar schoone 
Bedlakens komen te bespaaren. 


Conclusie 
Maar het wort tijd om eens te veranderen van voorwerp, het wort hoog tijd om 
van de aloude Grieksche Schilders neerwaards te daalen op onze Nederlandsche 
Konstenaars, die zich niet konnen beroemen op den voorrang der jaaren, gelijk als 
de oude Edelluyden, doch die de Konst te baat hebben, gelijk als de hedensdaagsche 
Koopluyden de schatten; ook dingt de zekere Weelde en het gereet geld wel zo na, als het 
onzeker Bloed en de gewisse Armoede. Wy zullen ons dan van de Belofte gaan spoeden 
tot de Volbrenging, daar in gelyk aan onze Geleerden, die doorgaans de Tegenwerping, 
eer dat die hun wort voorgestelt, oplossen. Den Frankfoortsche Schilder, ongenoemt 
ongelaakt, ontmoete by ons geheugen nooit een Schuldeyscher op ’s Heeren straaten, 
of hy maande fluks zich zelven met deeze woorden; Ja wel, Vriend, ik beken mijn on- 
gelijk, maar ik zal geen eerlyk man zyn, zo ik uw niet betaal binnen de eerste drie dagen. 
Vaar wel OUDEN, en welkom NEDERLANDERS. 
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To be brief, there are two more cities in Italy that have to be mentioned, Rhegium 
and Cumae, that are rather famous for the production of earthenware, but the city of 
Samos has a really great reputation. People assure us that the priests of the goddess 
Cybele were inaugurated only with the help of a piece of fired clay that was made as 
sharp as a razor with which they removed their genitals rasibus. Those who used an- 
other tool for this painful operation were really ill-fated, because than everything was 
spoiled and the life of the patient endangered. M. Caelius is my informant, by the way, 
who offers this curiosity as generally known truth and as far as I’m concerned, I will 
believe him without making a test on myself or anybody else.?7! 

This is how the worthy Pliny ends his disquisition on ceramics,” a discourse with 
which a rhetorician could win the soul of the potters, who until now never dreamt 
of being direct descendants of the Romans, and who have to yield not an inch to the 
sculptors, the gold- or the silversmiths. As far as we are concerned, we will not oppose 
the potters as we did earlier when we scientifically analysed Grillo’s loam toys and 
nests for owls and starlings.?”3 We prefer to behave as the landlord of the Golden Boar's 
Head and his wife, who always assume that a gentleman and a lady, who come to stay 
in that Algerian establishment, | are a married couple, because this credulity saves 169 
them a pair of clean bed sheets. 


Conclusion 
But now it is time to change our subject. It is high time to descend from the ancient 
Greek painters to our Dutch artists, who cannot claim seniority as old noblemen do, 
but who can profit from art no less than today’s merchants profit from their treasures. 
Certain luxury and cash money are more stimulating than a dubious lineage and cer- 
tain poverty. We will hurry to do what we promised, not unlike the scholars who mostly 
solve an objection before it is even proposed. The painter from Frankfurt, whom we 
will not name or blame, never met a creditor in the street, as far as I remember, without 
exhorting himself immediately with the following words: Yes my friend, I admit that I 
am wrong, but I would not be a honest man if I did not pay you within three days. 
Good-bye then, ANCIENTS and welcome DUTCHMEN. 


271 DD 137:/e suis davis de len croire sur sa parole, & sans autre éxpérience. 

272 DD 137: pour remplir le grand vuide, qui se trouve dans cette feuille, les Lecteurs ne seront 
pas fachez de trouver ici une liste des anciens Auteurs, qui ont écrit de la Peinture, ou des 
Beaux-Arts. This list, DD 137-144, copied by J cw 1:14-22 as part of his Inleyding. 

273 JCW 96, 97, 99. Earthenware jugs were hung on the exterior walls of houses as nesting 
places for birds. Compare jcw 97 (grillo); Weyerman seems to suggest that the tile maker 
of Rotsoord made household ceramics as well. I do not know what ‘leeme Kooten’ means 
in this context. A koot is a small animal bone, used in a boys’ game. Bikkelen is a compa- 
rable game for girls. 
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Indices 


The fourth volume of the Levens-Beschryvingen is paginated from 1 to 92 and from 1 to 475. 
The first section is here indicated as vol. rv, the second as vol. v. 


Artists—Ancient 


I followed Bostock and Riley in the spelling 
of names of ancient artists. 


Accius Priscus 1103 
Aglophon 1:38, 125 
Alcimachus 1:127 
Alcisthene 1:153 
Amphion 1:57 
Anaxander 1149 
Androbius 1:125 


Androcydes 1:42 
Antidotus 1:13 
Antiphilus 1:68, 69, 96, 124 
Apelles 1:2, 5, 15, 17, 19, 20, 42, 52-60, 62-70, 
72-75) 77, 78, 82, 89, 92, 96, 100, 104, 127, 
148, 177, 182, 219, 224, 359; 11:145; 111:144; 
V:7, 83, 16, 227, 357 
Apollodorus 1:15, 38, 39; V:85 
Arbelius 1:101, 102 
Arcesilas 1:104 
Arcesilaus (painter) 
Arcesilaus (sculptor) 
Aristarete 1:154 
Aristides 1:52 
Aristides (from Thebe) 
103, 148 
Aristobulus 1:91 
Aristobulus (from Syria) 
Aristodemus 1:90 
Aristoklides 1:124 
Aristolaus 1:121 
Aristonidas 1:149 
Aristophon 1125 
Ariston 1:93 
Aristonidas 1:148 
Asclepiodorus 116, 57, 89 
Athenion 1:17, u8 
Autobulus 1155 
Autorides 1:93 


1:149 
1:161, 162 


1:78, 81, 82, 91, 92, 


1149 


Brietes 1:105 
Bularches 1:33, 34, 74 


Caladus 1:95 
Calcosthenes 1:161 
Callicles 1:95 
Calypso 1:153 
Carmanides 1149 
Cephissidorus 1:38 
Charmades 1:34 
Cimon 1:34 
Cleanthus 1:32 
Cleon 1:128 
Clesides 1:128 
Colotes 1:33 
Coribas 1:149 
Cornelius Pinus 
Craterus 1:130 
Cratinus 1:153 
Ctesidemus 1:97, 128 
Ctesilochus 1127 
Cydias 1113 


1:103 


Damophilus 1:160 
Demophilus 1:39 
Denys 1:95, 155 
Dibutades 1:157, 158 
Dinias 1:34 
Diogenes 1:149 
Dionysidorus 1:149 
Dorotheus 1:72 


Echion 1:55 

Erigonus 1147 

Euchir 1:158 

Eudorus 1130 

1:158 

Eumares 1:34 

Euphranor 118, 93, 95, 110, 113, 149; 111:64 
Eupompus 1:42, 52 

Euthymedes 1:151 


Eugrammus 
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Euxenides 1:52 
Evenor 1:38 


Fabullus 1:102 
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Gorgasius 1:160 
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Hippias 1131 
Hygiemon 1:34 


Irene 1:153 
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Leon 1132 
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Ludius 1:98, 99, 101 
Lysippus 1:52, 104, 159 
Lysistratus 1:159, 160 
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Mnesitheus 1151 

Mydon 1151 


Nealcus 1:85, 138, 147 
Nearchus 1138, 154 

Neocles 1153 

Nezeas 1:39 

Nicanor 1104 

Niceros 1:93 

Nicias 1114, 16, 117 
Nicomachus 1:90, 91, 148, 149 
Nicophanes 1:92, 93 
Nicosthenes 1:152 


Oenias 1:140 
Olympia 1155 
Olympias 1155 


Pacuvius 1:120 
Pamphilus 1:19, 20, 52, 53, 104, 105 
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Panenus 1:33, 35, 36 

Parrhasius 1:38, 42-44, 46, 47, 52, 112, 
122, 182; 11:145, 250; 111:63, 64, 
144 

Pasias 1:148 

Pausias 1:105, 107, 108, 110, 121, 122 

Perseus 1:92 

Phalerion r14 

Phidias 1:33, 35; 111:259 

Philiscus (painter) 1:141 

Philiscus (sculptor) 1:141 

Philoxenes 1:91, 92 

Phrylus 1:38 

Polemon 1151 

Polycletus 1:103 

Polygnotus 1:36, 37, 104, 105 

Posis 1:161 

Praxiteles 1:103, 107, 116, 117 

Protogenes 1:6, 20, 21, 56-59, 66, 82-89, 
96, 100, 118; 11:145 

Pyreicus 1:93, 94 

Pyromachus 1:151 


Rhecus 1152,158 


Scinus 1142 

Serapion 1:95 

Simonides 1141 

Socrates 1 (philosopher, sculptor) 1:45, 46, 
49, 137 

Socrates 1 from Thebe (sculptor) 1:123 

Socrates 11 (painter) 1:123, 137 

Stadieus 1152 


Tauriscus 1:146 

Telephanus 1:32 

Theodorus 1:143, 144 

Theodorus (from Samos) 1:152, 154, 158 

Theomnestes 1:90 

Theon 1:46 

Timagoras 1:36 

Timanthes (Thimantus) 1:42, 49-52 

Timarete 1:117, 37, 153 

Timomachus 1:55 

Timomachus (from Byzatium) 1120, 121, 
148 

Tisicrates 1:149 

Turrianus 1:162 
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Xenon 1153 


Zeuxis 1:16, 39, 40, 42-44, 63, 92, 111, 182; 
V:83, 119 


Artists—Early Modern 


Aap = Frans Beeldemaker 

Aap der schilders = David Teniers 11 

Adelaar = Mattheus Terwesten 

Adonis = Cornelis de Bruyn 

Adriaensen, Alexander 11:216-217 

Aelst, Evert van 1117—18, 46, 401; TV:62 

Aelst, Willem van _ 11:17, 169, 263, 264, 265, 
387; I11:204 

Aertsen, Pieter 1:225 

Abts, Wouter 1:380 

Achtschellinck, Lucas 11:5 

Afdruk = Willem de Heusch 

Afkijker = Gerard Pietersz. van Zijl 

Albani, Francesco 1:101; 11:90; 111:306; V:47, 


168 
Aldegrever, Heinrich v:271 
Alemans, ..._ 111:317-327 


Alsloot, Denis van 11:13 
Anonymus1 111:406-408 
Anonymus2 v:62-67 

Anraedt, Pieter van 11:376-377 
Anthonio, Don, see: A. de Succa 
Antonello da Messina 1:190. 191 
Antonisz., Cornelis 1:201-202 
Appelman, Bartholomeus 111:3 
Archimedes = Abraham Genoels 
Arthois, Jacques d’ 
Artvelt, see: Eertvelt 
Asch, Pieter van 11:24 
Asselijn, Jan 11:332, 384; 111:170 
Assen, Jan van 11:279 

Audran, Gérard 11:398; 111:284 


I:1011-112 


Baburen, Dirckvan 11:9-10 

Backer, Adriaen 111:26, 169 

Backer, Jacob 11:80-82, 130, 328, 389 

Backer, Nicholas (John James’) de 111:72, 
89, 354 

Backereel, Gillis and Willem 11:6-7 


INDICES 


Backereel, Jacques 11:397; V:209 

Badens, Frans 1:223 

Baeilleur, Cornelis de 
V:387 

Baen, Jan de 11:229, 328-330; 111:3, 48, 88, 
177; 1V:83; V:135-137 

Bailly, David 1:369-371 

Bailly, Pieter 1:369 

Bakhuizen, Ludolf 11:279—287; 111:165, 231 


11:196; 111:230, 231; 


Balen, Hendrick van 1:296, 347, 349-350; 
V:235 

Balliuw, see: Baeilleur 

Bamboots = Pieter van Laer 

Baptist, see: Monnoyer 

Bary, Hendrik 11:343 

Bassano, Jacopo 11:90, 318; 111:47 

Bataille, M. de la, see: M. Cerquozzi 

Bandinelli, Baccio Iv: 

Bartels, Gerard (Gerrit) 11:9 

Bassano, Jacopo 1:383; V:303 

Bassot, Jean 1:225 

Beaubrun, Charles v:359 

Beaubrun, Henri v:359 

Beaubrun, Louis v:359 

Beck (‘Beek’), David 11170-173 

Beckett, Isaac v:194 

Beeldemaker, Frans 1v:61; V:405-407 

Beeldemaker, Cornelis v:407-408 

Beer, Joos de 1:224 

Bega, Adriaen 1v:58 

Bega, Cornelis 11:92-93 

Begijn, Pieter Jansz. 11:93 

Bemmel, Willem van 11:86 

Bent, Johannes van der 111133-134 

Berchem, Nicolaes 1:99: 11:141, 194-198, 214; 
III:55, 104, 197, 233, 366; IV:39, 83; V:335 

Berckheyde, Job and Gerrit 11:261; 111:28-32 

Bergen, …van 1111:258-259 

Bergh, Matthias Jansz. van den 11:126-127 

Bernardi, Antonio Maria 111:186 

Bets, Johan 1V:43 

Beurs, Wilhelmus 111188-189 

Bie, Adriaen de 1:380-381, 298, 300 

Bieselingen, Christiaen Jansz van 1:374-375 

Bijlert, Jan van 11:24, 82, 110, 140; 111:217 

Bing, see: Byng 

Biset, Charles Emanuel 11:312-323; 111:367, 
368, 372; V:31, 99 
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Biset, Jan Baptist 1:250; 11:317—319; 
111:367-372, 382, 435; IV:2-3; V:2, 44 
Bisschop, A, see: Busschop 


Bisschop, Cornelis 11:268-—270 
Bisschop, Jacobus _11:270—271 
Bisschop, Jan de 111:47-48 


Bitter, Jan 111:399 

Blankhof, Jan Teunisz. 11:253-254 
Bleeck, Pieter van 1V:67; V:259 

Bleeck, Richard van 1v:66, 67; v:254-260 
Bleker, Dirck _11:338-339 

Block, Adolph 11:287 

Block, Benjamin (von)  11:287-288 


Block, Emanuel 11:287 

Blocklandt van Montfoort, Anthonie 
230 

Bloemaert, Abraham 1:224-229, 334, 337, 
371, 379; 11:22, 164, 199, 227; IV 12; V:389 

Bloemaert, Adriaen 1:227, 228 

Bloemaert, Cornelis 1:228; 111180 

Bloemaert, Hendrick 1:227 


1:224, 


Bloemen, Pieter van 111:180 
Blok, see also: Block 
Blok, Jacob Reyersz _ 11:175-—176 


Blokland, see: Blocklandt 

Boeckhorst, Jan van 11101 

Boel, Peeter 11:211—213; 111:363; V:46, 62 

Boio, C. del, see: Poelenburch, C. van 

Bois, Eduard and Simon du 111:332-335 

Boitard, François 1:50, 93, 342; 111:407; V192 

Bokkebaard = Karel Dujardin 

Bokshoorn, Joseph v95, 305-306 

Bol, Ferdinand 11:52, 54-56, 268; 111:68 

Bon Homme = Willem de Fouchier 

Bontekraai = Daniel Mytens 

Boone, Daniël v:307-314 

Boonen, Arnold _ Iv:82; v:107 

Bordone, Paris v38 

Borch 1, Gerard ter 

Borch 11, Gerard ter 
IV:43, 56; V:128 

Borcht, Hendrick van der 

Borcht, Pieter van der 

Bosschaert, Jan Baptist 
v:87 

Bossche, Balthasar van den 111:355-358 

Both, Jan and Andries 11:196, 197, 198-200, 
227, 247; 111:198; V:335 


11:367 
11:367-372, 373; 11:10; 


1:362-363; 11:2 
11:217 
I11:296, 339-341; 
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Boudewijns, Adriaen Fransz. 
341-345 

Bouillon, Michel 11:14 

Bourdeaux, Michel de 1114 

Bourdon, Sébastien v:153 

Bourguignon, Pierre (‘Louis’) 11:27; 1V:62 

Bourgogne delle Battaglie, see: Courtois, 


11:399; 11:92, 


Jacques 
Bout, Pieter 111:345 
Boy, Peter 111186 


Braij, Jan (‘Jacob’) 1:398, 399 

Braij, Salomon de 1:398-399; 11:2 

Brakenburgh, Richard (‘Reynier’) 111:229 

Bramer, Leonaert (‘Lucas’) 1:388, 392-393, 
399 

Brande, Samuel van den 

Brandi, Giacinto/Hyacinth 11:303, 304, 305 

Brandon, Jan Hendrik 1v:63 

Brand(e)s,J...von V:37-47 

Brant, Otto Iv:57, 58 

Breckvelt, Wilhelm 111:9 

Breda, Peeter van 

Breda, … van vV:110 

Bredael, Jan Peeter I van 1V:87; V103 

Bredael, Jan Pieter 11 van v:103 

Breenbergh, Bartholomeus  v:293-294 

Brekelenkam, Quirijngh van 11:353, 364, 365 

Brentel, Friedrich 1113 

Brey, Hendrick rv:83 

Bril, Paul 1:373 

Brisé, Cornelis 11:338 

Broeck, Elias van den 

Broers, Jasper 11:383-384 

Bronckhorst, Johannes 111:94-96 

Bronckhorst, Jan Gerritsz. van 1119—20; 
111:217 

Bronckhorst, Pieter van 1:339-340 

Brouwer, Adriaen 1:355, 356, 3755 11:43, 
62-78, 79, 80, 83, 90, 92; III:97, 101, 355, 
379; V:307, 308, 309, 344, 351 

Brouwer, Jan 1V:67 

Bruegel, Pieter 1:346 

Brueghel, Jani 1:99, 317, 343, 346-349, 350, 
377; 11:5, 90, 208, 209, 377, 398; III:291, 
3455 V:110, 117, 317, 318 

Brugghen, Hendrick ter 1:337-339 

Bruyn, Artus (‘Augustyn’) de 11:13 

Bruyn, Cornelis (‘Karel’) de rv:63; v:331 


IV:59 


11:271-272 


III:211—212 
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Bruyns, Anna Francisca de 1:391, 392 
Bufalmacco, Bonamico rv:go 
Bunnik, Jan van 11:91, 179-181 
Burgt,... van der v: 87, 89, 90—91 
Busschop, Abraham 11:271 
Buytewech, Willem 11173 

Bye, Gysbert de 1v:48 

Bye, Marcus de Iv:45 

Byer, Nicolaes v:306-307 

Byng, Edward and Robert 111:72 


Caen, Jacob Cornelisz. 1:212 

Call, Peter (?) van Iv:88 

Call, Jan 1 (?)van 1v:88 

Callot, Jacques v:231 

Calraet, Abraham van 111:20, 137 

Calraet, B. van, see: Kalraet 

Campen, Jacob van 11:1, 177, 240, 243; 
111:217-220; V:38 

Camphuysen, Dirck Rafaelsz. 1:329-333 

Campidoglio, Michelangelo di v:go 

Candid, Peter 11:218 

Capuyns, Peter v:97 

Caravaggio 1:383 

Carlisle, Anna v:302-303 

Carlotto, see: J. C. Loth 

Cari, Fabrito 1v:85 

Carracci, Annibale 1:27; 111:69, 272; IV:10; 
V:154, 168, 193 

Carré(e), Abraham Iv: 87 

Carré(e), Alida v:55 

Carré(e), Franciscus Iv:66 

e), Franciscus Abraham 1v:89 

e), Hendrick 1 111:228; rv:66, 87, 89 

Carré(e), Hendrick 11 1v:87 

Carré(e), Hendrick 111 v:55 

Carré(e), Johannes Iv:89 

Carré(e), Michiel 11:292; V:54-55 

Carriera, Rosalba rv:89;v:404 

Castiglione, Giovanni Benedetto 11:278; 
1V:54 

Casteels, Peterr 111:2; V:33-35, 87 

Casteels, Peter 111 :35-36 

‘Casteelschen’ (sons of Peter 1 Casteels) 
1:214; 11:2 

Causabon, Frédéric (‘Kerseboom’) 
V:299-301 

Cerquozzi, Michelangelo v:291 

Champaigne, Jean Baptiste de 111:45 


INDICES 


Champaigne, Philip de 11:14-17; 11:45 

Chamus,... 1119 

Chatel, du, see: Duchatel 

Cherlippus, see: Serlippens 

Claesz, Pieter 11:194, 195 

Clock, Hendrick 1:394 

Closterman, Johann Baptist 111:13, 189-190, 
332; V:435 

Cluyt, Pieter Adriaensz. 1:234 

Cock, Jan Claudius de  111:51; V:47-54 

Cocques, see: Coques 

Codde, Carel 1V:44; V:335-336 

Coebergher, Wenzel  1:363-368, 402; 11:278; 
V:57-58 

Colijns, David 11: 87; 111:160—161 

Colijns de Nole, Michiel 11:52 

Colins, … sr. 11:278; v:57-58 

Colins, … jr. 11:278 

Colonia, Adam _v:303-304 

Colonia, Hendrik Adriaan v:304 

Coninck, David de 111155; V:164 

Constantyn, René Auguste 1v:74 

Cooghen, Leendert van der 11:93-98 

Coolborn, John — v:216, 217 

Cooper, Alexander (‘Jan’) 11:173; V:223, 
228-229 

Cooper, Oliver, see: Hoskins 

Cooper, Samuel v:223-228, 229 

Coques, Gonzales 11141-142 

Cornelisz., Claes 1:234 

Cornelisz., Cornelis 1:212, 252, 358, 11:51, 93 

Correggio 111:185, 322, 323, 326; IV:13, 52; 
V:56, 162, 231, 394 

Cossiers, Jan 11:23, 69 

Coster, Hendrick v27 

Cosyn, Pieter Iv:39 

Courtois, Jacques Iv:83 

Cousin, Louis (‘Luigi Primo’) 11:27-28 

Cousyns, see: Cosyn 

Couwenbergh, Christiaen Gillisz van 
11:24-25 

Covyn, Reynier and Israel 111:54 

Coxie, Anthonie 11:19 

Coxie, Michiel 1:185, 189, 194, 204 

Coxie, Rafael 1:327 

Coypel, Antoine 1139 

Crabeth, Adriaen Pietersz. 1:205 

Crabeth, Dirck and Wouter1 1:205-213; 
11:40, 158, 252, 290, 291 
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Crabeth, Wouter 11 1:401—402, 174 
Craesbeeck, Joos van 11:75, 78-80; V:307 
Cranevelt, Joost van 11:150 

Crayer, Gaspar de 1:327-329 

Creeten, See: Skréta 11:217 

Crépu, Jan Baptist de 111:239-245, 246, 339 
Cussens (‘Kuffens’), Cornelis 1:210 
Cuyck, Jan Woutersz. van 1:236-238 
Cuyck, Pieter van ı 1V:78; v:367, 185 
Cuyck, Pieter Jan van 1V:79; V185 
Cuyck, Karel van 1v:79 

Cuyck, Maria van 1V:78; V185 

Cuyp, Aelbert 11:25, 26—27; 111:137 

Cuyp, Jacob Gerritsz. 11:25-26; 111:137 
Cuypers, Diderick Herman v:185-186 


Dach, Johann Peter 1:214 

Dahl, Michael 11113, 332; V:28 

Dalen, Johan van 111:285-286 

Dalens, Dirck 111:229-230 

Damesz. de Veth, Jan 1:212 

Danckerts, Hendrick and Johan v:200—201 

Danckerts ‘de Ry’, Pieter 11:27 

Dancx, François 111159 

De Eerste = Willem van Ingen 

Delen, Dirck van 1:356; 111:138; V:376, 380 

Delff, Cornelis Jacobsz. 1:252 

Delff, Jacob Willemsz. 1 1:252-253, 

Delff Jacob Willemsz. 11 1:252; 11154-155 

Delff, Rochus Jacobsz. 1:252 

Delff, Willem Jacobsz. 1:234, 252; 11:154 

Denner, Balthasar 111:408—409; IV:54, 89, 
90, 91; V:224, 327 

Denys, Jacob 111:62—63; Iv:62 

Denysz., Jan 11:401, 404 

Deynum, Jan Baptist van 11:156 

Diepenbeeck, Abraham van 1:296, 310, 
320-322; III: 281 

Diepraam, Abraham _111:96—102; V:307 

Diest, Adriaen van v:304 

Diest, Jeronymus 1 van 1:340; Iv:46 

Diest, Jeronymus II van Iv:46 

Dijk, Philip van 1v:82 

Diomedes = Willem Doudijns 

Dobson, William v:294-299 

Does, Antony van der 1:393 

Does, Jacob van der 11:189-193; IV:54 

Does, Jacob Jacobsz. van der 111:168—169g; 
Iv:38 


367 


Does, Simon van der 
IV:54, 55; V:186 

Dolendo, Bartholomeus Willemsz. 11:13 

Donatello 1:2 

Doncker, Jan and Pieter 11:176-177 

Doorschodt, Hendrick 1v:71 

Dou, Gerard 11:39, 43, 113-120, 169, 205, 342; 
III:2, 12, 62; V:3 

Doudijns, Willem — 11:276-277; 111:196; Iv:41, 
52, 53, 58, 60, 61; V:158, 167, 170, 171, 202, 


111:166-168, 365; 


325 

Douven, Jan Frans van 1: (Opdragt); 11:19, 
182-187, 362 

Douven, Frans Bartholomeus van (‘Douwe’) 
v:81 

Drielenburg, Willem van 11:227-228; 
111:188 

Droochsloot, Joost Cornelisz. 111133 

Drost, Willem 11:382 

Druyvestein, Aert Jansz. 1:251-252 


Duchatel, Marie 111:9 

Duchatel, François 111:9 

Duchesne, Nicolas 11:15, 16 

Ducq, Johan le Iv:40 

Duif, Johannis Adriaensz. 11:174 

Duisart, Christiaen Jansz. 1V:45 

Duiven, See: Duif 

Dujardin, Guilliam (Juliaan’) 11:298 

Dujardin, Karel 11:192, 294, 378-382; 111:168; 
IV:39 

Dullaert, Heyman 11:389-391 

Duquesnoy, see: Quesnoy, F. du 

Dürer, Albrecht 1:184; v:268 

Duval, Robbert — 111:56; 1v:56, 57; V:170, 325 

Duval, Samuel Iv:57 

Duynen, Izaac van 1V:46 

Dyck, Anthony van 1:52, 220, 239, 296-316, 
317, 353, 354 355: 11:39, 82, 86, 133, 141, 
142, 143, 145, 170, 215, 218, 229, 272, 273, 
274, 275) 295, 345, 373, 403; 111:16, 47. 
48, 71, 90, 81, 83, 251, 267, 357, 412; IV:10, 
14, 38; V:7, 21, 24, 25, 26, 63, 104, 136, 137, 
146, 151, 159, 168, 198, 209, 223, 226, 
234-247, 248, 250, 260, 272, 295, 296, 
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Dyck, Floris van 11:201-202 
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V:321-324 

Eeckhout, Gerbrand van den 1:397; 
11:183-185, 
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Elle, Louis and Pierre v:362 
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Elsevier, Aernout 111:48 

Elsheimer, Adam 1:93, 223, 240-247, 333, 
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IV:50; V:281, 285, 286, 289 

Ernst, Jacob 1:240 
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V:322 
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Fabritius, Carel 111:178 
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Faes, Pieter van der, see: Lely 
Fauchier, see: Fouchier 

Feddes van Harlingen, Pieter 1:337 
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Feti, Domenico 1:404 
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Fouchier, Paulus 1 de 1:150-151; 111:409; 
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